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Extra Fine™ Watercolor 



The Best just got 
more affordable 

New smaller 5ml tubes now available 
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Same professional quality I Same great pigments I Lower 5ml tube price 

When you choose DANIEL SMITH Extra Fine™ Watercolor, your work will benefit from the extensive research 
put into all of our materials. Our passion for colour is only the beginning; the rest of the story is yours to tell. 

Premium Art Brands Ltd - exclusive distributor for Daniel Smith products in the UK 

For details of stockists please visit www.premiuinartbrand$.com 
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Extraordinary surfaces for your art. 
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PanPastel* 



tel: +44 (0)1926 492213 • email: info@premiumartbrands.com • web: www.premiumartbrands.com 
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THIS MONTH'S COVER ARTIST 




Andrew Mart Tree in a Strong 
Wind, oil, 39X39in (1(X)X 100cm). 
See pages 12 to 16. 




WELCOME 

from the editor 

Want to comment on something you've read, or seen? 

Email me at theartlstletters@tapc,co.uk, or visit our website at www.painters-online.co.uk/forum 



O ctober Is the month of the world's biggest drawing festival, The Big Draw. Launched In 
October 2000, this national celebration of drawing has grown to be an annual month- 
long extravaganza. Drawing events are run by galleries, museums, heritage and other 
cultural sites, schools, colleges, local authorities, libraries and other community agencies. The 
key messages are that everybody can draw given the opportunity, and that drawing can enliven 
and enhance every setting. There's also an overall aim to encourage people of all ages to explore 
Ideas and express their creativity through drawing. 

As patron of the Campaign for Drawing, journalist and broadcaster Andrew Marr announced 
the theme of this year's Big Draw, 'Every drawing tells a story', by sketching an image of Matisse, 
who he says changed his life and Is therefore a fundamental part of Andrew's story. Andrew 
believes that drawing is an Important part of becoming a fully rounded person, and helps you 
to be more alive, more human and more aware of the world around you. He also regards it as 
absolutely essential to the future of representational painting. 'Going back to drawing Is very 
important to me. It's almost as Important in human development as literacy as it certainly 
precedes literacy,' he explains. 'Every single culture that we know of has produced drawing, so it 
seems to be a universal, eternal human trait and it's about grappling with the world around us 
In a very straightforward, physical way.' 

I spoke to Andrew this summer about his painting and thoughts about the future of 
representational art. Whilst he is clearly a passionate advocate of drawing and figurative art, he 
is also a great admirer of non-figurative painting. 'I like to collect mainly abstract art. Gillian 
Ayres is a total genius and I can't understand how anybody is able to hold in their head that 
number of different colours and motifs, and make the thing work as well as she does. I have just 
started trying to paint more abstract pictures myself (see pages 12-16). 

However, Andrew also noted that 'Most of the new artists we are excited about at the moment 
are not abstract painters. Peter Dolg is a good example. We are going back to representational 
painting. The period when photography and film eliminated the need for representational 
painting is also coming to an end, although I am very depressed by the photo-realist work that 
you see at the BP Portrait Award, year after year; It just bores me. But I think we will move 
beyond that; lots of other things may disappear, but not representational painting. If anything, 
there is even more Interest In representational painting than there has ever been, with the 
current fascination with Matisse, the new Hilary Spurling biographies, people pouring Into the 
Picasso museum, pouring into the recent Richard Diebenkorn exhibition at the RA, and with 
Anselm Kiefer being one of the most popular exhibitions we've had In London for years. We can 
still be knocked back and surprised by representational painting, which is wonderful. So I feel 
very optimistic about the future of representational painting.' 

Encouraging thoughts from an inspiring man with a unique take on drawing and painting 
from his own personal experience. 




Let us know what you think at • theartistletters(®tapc.co.uk • www.painters-online.co.uk/forum 
• www.facebook.com/paintersonline • twitter.com/artpublishing 
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Ken Howard OBLRA 
studied at Hornsey 
School of Art and the 
Royal College of Art. He 
is a member of the 
NEAC,ROf,RWS,RWA 
and R6A. He exhibits 
extensively and has 
won numerous awards. 



Jason Bowyer NEAC, 
RP,PS 

studied at Camberwell 
School of Art and the 
Royal Academy Schools. 
He is the founder of the 
NEAC Orawirvg School 
and exhibits his work 
widely. 



Bernard Dunstan RA 
studied at Byam Shaw 
School of Art and the 
Slade School. He taught at 
the Camberwell and Byam 
Shaw Schools of Art 
among others. He exhibits 
widely including in the 
annual exhibitions of the 
NEAC, of which he is a 
member, and RA. 



David Curtis ROI, 

R5MA 

has won many awards 
forhisenp/e/no/rand 
figurative paintings in 
both oils and 
watercolours. He has had 
several books published 
on his work as well as 
DVD films, and exhibits 
his work extensively. 
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• How to retain vitality in complex watercolours by 

Gerald Green 

• Paint atmospheric night scenes in watercolour with 

Paul Weaver 
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And much more! Don't miss out: our November 
issue is on sale from October 9 
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YOUR 

VIEWS 



Letters, emails and comments 



Email theartistletters@tapc.co.uk or write to The Editor, 
The Artist, 63/65 High Street, Tenterden, KentTNBO 6BD 



STAR LETTER 

How to meet the locals 

As a long-time subscriber to The Artist 
magazine in the US, when I moved to the 
UK two years ago to get married to fellow 
artist Louis Morton, I was delighted to find 
that the magazine is available over here. In 
January this year I decided it was time to 
settle In and get to know people. I gave 
myself the challenge of painting at least 
100 portraits of people who live in the 
village during the year 201 5. What better 
way to get to know them? 

The response has been most 
enthusiastic. People sit for two hours and I 
complete the portrait on the spot (face 
only, facing forward). I am using oils on 
12xl2in (30.5x30.5cm) linen panels. They 
pay me just £1 5, simply to cover my out- 
of-pocket expenses. 

All 100-plus portraits will be exhibited In 
our village hall on December 27 and 28, 
201 5. After that, everyone will take their 
portraits home with them, at no further 
charge. As of today, July 1, 1 have already 
completed 81 portraits. I’ve made an effort 
to get a broad sample of the people who 
live here - community leaders, school 
children, business owners, people whoVe 
lived their whole lives here, newcomers, 
and all age groups. The youngest one Is 
two weeks old and the oldest so far is 96, 



Access all areas 

I would like to reply to Mr Smith's letter 'Plea 
to the purists' in the September 201 5 issue. 
He has inspired me to care less about using 
photographs. Anything that Inspires 
creativity and learning, and enables greater 
access to painting, is a good thing and 
should be accepted as one of many 
resources artists can use for inspiration. I 
often feel the desire to paint and draw but 
lack ideas and fear my abilities to produce 
something pleasing. I think this is fairly 
common and if people are painting and 
learning their craft from a source other than 




A Karen Morton Face of Holme, oil, 
12X12in(30.5X30.5cm) 



although we're hoping that the 100 year- 
old woman will let me go to her home 
and paint her there. 

I have also been convinced to turn this 
into a book, since it is regarded as a piece 
of local history. I am writing a short 
paragraph about each person that will be 
displayed with each portrait. 

I have personally gained a lot from the 
project. For one thing, my speed and 
confidence in the painting process has 
improved. It is certainly easier to 
remember names after talking to 
someone for two hours and noticing 
every detail of the face! And, no surprise, 
everybody has a story. 

Karen Morton, by email 



'the great outdoors' or 'In the flesh', it should 
not matter. 

Inspired by a sketching article in another 
Issue of the magazine I did a surprisingly 
quick sketch from a TV series I watched later 
that day. The result was much better than I 
thought It would be, especially as it was a 
subject I rarely attempt because I'm not 
confident about drawing faces. 

Thank you Mr Smith for your story and, 
shock horror, I too like a little black and 
white in my paintings. 

Rebecca Gossage-Worrall, by email 



Try to keep it original 

I would like to add a comment to the 
discussion about copyright. I have 
organised several art exhibitions for 
amateur artists in aid of charity and, on the 
entry form, have made It clear that, if work 
has been copied, permission from the 
originator must be sought. While looking 
at the subject matter of many of the 
pictures submitted, for example a tiger 
advancing along a Jungle track, I have had 
serious doubts about some artists being 
the originator of their images. I know for a 
fact that some do not think they are doing 
anything wrong in copying and offering 
the resulting work for sale. 

Copying Is part of the learning process 
but even if you cannot produce good 
sketches to work from there are other 
options. Photography has never been 
easier or cheaper and a walk around your 
garden, local park. National Trust property, 
zoo or wildlife park could produce a wide 
variety of your own images to work from. 
Surely that must be more satisfying? 
Sandra Jones, by email 

Summer madness 

Once again I made my annual pilgrimage 
to the Royal Academy Summer Exhibition. 
As usual I was impressed with the quantity 
of work and, as usual, I wasn't over- 
impressed with the quality of many of the 
entries. 

I go to exhibitions in search of 
inspiration, but apart from artists such as 
Ken Howard I rarely see anything that is 
likely to inspire me. Some RA members 
seem to be much more proficient in self 
promotion than artistic merit and in my 
opinion their work sells more due to their 
fame or infamy than something that 
people would really want to decorate their 
homes with. 

I always time my visit to the Summer 
Exhibition to coincide with the Guild of 
Aviation Artists' exhibition at the Mall 
Galleries. I appreciate that this annual 
exhibition is going to appeal mainly to 
those, such as myself, who are interested 
in aircraft as well as art, but as usual the 
standard of work was really high and 
always provides me with the urge to put 
brush to paper or canvas when I get home. 
Eric Ball, by email 



This month's star letter writer will receive a selection from our lucky dip bag, which 
could include art materials, books and DVDs, worth approximately £50. 




Subscribe at www.painters-online.co.uk or telephone 01580 763673 
Become a fan on Facebook www.facebook.com/paintersonline 
Follow US on Twitter @artpublishing 
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Unleash your creativity. 

With Liquitex, there are no rules* 

With the widest range of iSghtfast and highly 
pigmented acrylics, the Liquitex spectrum is 
developed with maximum compatibility and 
versatility in mind. 

Using unique acrylic binder technology, our 
paints, sprays, inks and markers work seamlessly 
together, giving you the cleanest and brightest 
color mixes. Mix and match colors, textures and 
media - without compromising durability. 



PROFESSIONAL 

UNIQUELY INTERMIXABLE 



#intermixable 



liquitex.com/intermixable 



(^APV Films 

Producers of DVDs and vkJeos since 1987 



THE PASSIONATE PAINTER 
in Havana - Part 2 
Alvaro Castagnet 

I^^jewre^ase^H 




PART 2 OF ALVARO'S 
ADVENTURES IN HAVANA 
NOW AVAILABLE!! 

Enjoy the colour and excitement as 
Alvaro paints the flamboyant 
characters of Havana - musicians, 
barbers, bicycle taxi riders - even 
one of Havana's famous cigar 
smoking women! 

In Part 1 Alvaro concentrates on 
painting the architecture and 
streets of this beautiful city 




THE MAGIC OF 
WATERCOLOUR FLOWERS 
Paul Riley 




Buy this DVD snd Psuts mw fiOCifr 
for the specisi price of £44.00 pApj 



www,apvfilmsxom 01608 S41708 
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Or visit our website for 
a fantastic selection 
of art material 
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www.artsupplies. 



WINJiOR 
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BALERS 

ROWNEY 



m- 

@Ken&romteyArt PI f acebookx om/Ken Sromiey Art 



Tel: 01204 690 114/ 08453 30 32 34 Email: saies@ortsupp lies, co.uk 
*See pur shipping pplicy_foj.luJl_details,. 
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CALL FOR 

ENTRIES 



Artists are invited to submit paintings for 




S 

o 

for online submissions 
Friday 6th November 201 5 
WWW. registration mallgallerjes. 0 r 9 .uk 
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C^The Pastel Society Exhibition 2016 

to be held at the MALL GALLERIES 

mall9allerieS.Org.uk 



The Pastel Society seeks 
the best in contemporary 
dry media, combining 
traditional skills with 
creative originality 




Royal Society of Miniature Painters 
Sculptors and Gravers 



Annual Exhibition of Contemporary 



MINIATURE ART 



TUESDAY 13ih to SUNDAY 2Sth OCTOBER 2015 



S 

0 

c 

1 
E 
T 
Y 



MALL GALLERIES 

The Mall (near Trafalgar Square) Landon, SWl 

10am to 5pm {2pm -8pm opening day, closing Tpm final day) 

Admission Free - Refresh nrtents Available - Wheelchoir Access 

Works will be available for sole online from October 26th 

Chority l?egistralion No. 2? 1339 

ww w.ray a I - miniature- so defy *org*u k 
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THE ART WORLD 

NEWS, VIEWS, INFORMATION AND SPECIAL EVENTS IN THE ART WORLD 

compiled by Deborah Wanstall 




A Kurt Jackson Through Brandon Woods, November 2013, mixed media on board, 2^%X23%\f^ (54 X 60cm) 



Places of attachment 



For his current touring exhibition Kurt Jackson invited 32 people 
to contribute a personal account of a place they felt a connection 
to. The list of invitees includes Michael Eavis, Richard Mabey and 
Robert Macfarlane. Each location was then visited and a piece of 
artwork created. The result is a collection of works that provide an 
insight into the concept of 'place', whether it's Spaghetti Junction 
or a mountain, a hill fort or a golf course, Paddington Station or 



Glastonbury Festival. The works vary in scale from postcard size to 
massive canvas, and each of the locations is represented by up to 
three pieces. 

Kurt Jackson: Place is at Victoria Art Gallery, by Pulteney Bridge, 
Bath, from October 1 0 to January 3. The exhibition will be opened 
by Michael Eavis. Admission is £3.50. Telephone 01225 477233; 
www.victoriagai.org.uk. 



www.painters-online.co.uk 
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A Patrick Cullen Death in Varanasi, watercolour, 40X54in (101.5 XI 37cm) 

Varanasi's dramatic funeral fires 



Plein-air paintings of Varanasi, India, by Ken Howard, Patrick 
Cullen, Peter Brown and Neale Worley are to go on show in 
London. Varanasi is India's oldest city and where Hindus 
cremate their dead. It Is this, the famous burning ghats, that 
Patrick Cullen painted from a boat anchored 30 yards off shore. 
Patrick says'l wanted to paint this subject at dusk. This was 
both a purely visual thing: the fires are far more dramatic as 
darkness descends, but also a symbolic one: the end of life and 
the close of day. I kept returning to this subject and ended up 
with six studies of it. Back in my studio In London I painted a 
much larger version based on all these. I haven't finished with 
the burning ghats. I would love to return to Varanasi and. In 



the spirit of Hinduism, paint them again at the start of a new day, a 
new dawn.' Patrick's painting. Death in Varanasi (above) won a 
prize in this year's Lynn Painter-Stainers competition. A film of 
Patrick, Ken and Peter at work in Varanasi, shot by Neale Worley, 
will be shown throughout the exhibition and be for sale at the 
reduced price of £15. The DVD will also be available from Neale 
Worley's website, www.nealeworley.com, price £20. 



Varanasi is at Indar Pasricha Fine Arts, 22 Connaught Street, 
London W2 from October 14 to November 14. The gallery Is open 
Tuesday to Friday, 10am to 6pm and 1 1am to 3pm on Saturday 
and Sunday. Telephone 020 7724 9541. www.indarpasricha.co.uk. 






THE ARTIST OPEN WINNERS 




One of the benefits of entering The 
Artist Open Competition in 
partnership with Patchings Is the 
opportunity to be selected for a 
mixed exhibition at Patchings Art 
Centre. Eight winners from the 2014 
competition, Kelv Holtom (left), 

Lynda Appleby, Jonathan Taylor, Sue 
Richardson, Chris Green, Pam Bumby, 
David Walshaw and Haidee-Jo 
Summers, have been invited to show 
a selection of their work in the Barn 
Gallery this autumn. 

The exhibition, The Art/sf Collection, 
is at Patchings Art Centre, Oxford 
Road, Calverton, Nottingham NG14 
6NU from October 3 to November 22. 
The centre is open from 9am to 
5.30pm, seven days a week and 
admission is free. 

Telephone 01 15 9653479. 
www.patchingsartcentre.co.uk. 
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Focus on 

Goya's portraits 

The National Gallery has brought together, for the first time, around 
70 of Goya's surviving portraits for an exhibition devoted solely to his 
work as a portraitist. 

The career of Francisco Jose de Goya y Lucientes (1 746-1828) 
began at the court of Madrid with his appointment as court painter 
to Charles IV, King of Spain, and he was a favourite with the Spanish 
aristocracy. The selection combines the formal portraits of royals and 
the aristocracy with more personal works; there are a number of self 
portraits In different media and paintings of friends and family, 
including his last work, his only grandson, painted just months 
before his own death. 

Goya: The Portraits is at the National Gallery, Trafalgar Square, 
London WC2, from October 7 to January 10. Admission Is £18, 
concessions £16. Booking is advised, telephone 0800 912 6958; 
www.nationalgaliery.org.uk. 

► Francisco de Goya The Marquis of Villafranca and Duke of Alba, 

1795, oil on canvas, 76^X4914in (195X1 26cm) 





• The Art/sf contributor Paul Weaver Is to have an exhibition of 
watercolours at Steak of the Art Restaurant and Gallery, Balmoral House, 
Cathedral Walk, Bristol BS1 5LN from September 1 5 to October 5. The 
restaurant is open Monday to Saturday from 1 lam to 1 pm, and on 
Sundays until 9pm. Telephone 0117 9297967. www.paulweaverart.co.uk. 

• Walton Group of Artists hold their summer exhibition at Wetherby 
Town Hall, Market Place, Wetherby, West Yorkshire LS22 6NE on 
September 24, 25 and 26. Doors are open from 9am to 4.30pm. 

www.waltongroupofartists.co.uk. 




PAINTERSONLINE EDITOR'S GALLERY CHOICE 

This month's editor's choice from our website gallery p 

is by David Wilkes, who comments: i ^ 



'This painting evolved from photo references and compositional 
sketches, I find the desolation of these northern landscapes 
irresistible and inspiring, the Lake District being a favorite 
subject. As an impatient painter I find acrylics the ideal 
medium, being quick drying and suitable for wash and impasto. 
The palette I used was Naples yellow, cadmium yellow, burnt 
sienna, leaf green, ultramarine, Payne's grey and titanium 
white. Basic areas were defined with thin washes, then detail 
built up in several layers. Final glazes were applied and, when 
dry, I scraped away at the surface to reveal under layers for 
textural effects. The dark areas were executed with black and 
sepia acrylic ink. I find the unrestricted freedom of painting a 
great joy. My recent work is veering more toward abstract 
impressionistic landscapes, the late great John Blockley being a 
strong influence. 

7 would advise any struggling artist to use PaintersOnline. This 
site is fabulous - it gets your work out there for all to see, and it's 
free. I have had some great encouraging comments on my 
gallery and, together with winning an award at Patchings 2015, 
this site has inspired me to paint with more enthusiasm than I 
ever imagined.' 



To upload images of your own work and receive valuable feedback, go 
to our website and click on the link to the gallery. This is a free service. 




A David Wilkes Hindburndale, Bowland Fells, Lancs, acrylic on 
stretched canvas, 19y4X23^/in (SOX 60cm). 

On show in our online gallery at www.painters-online.co.uk 



www.painters-online.co.uk 
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IN CONVERSATION 



Andrew Marr 




R eviewing the RBA exhibition 

earlier this year to select Tfie Artist 
Award winner 1 was drawn to 
three bold, colourful landscapes which 1 
subsequently discovered were painted 
by Andrew Marr, political commentator 
and author of A Short Booh About 
Drawing*. 

Andrew's first priority was to underline 
the distinct difference he sees between 
being an artist and someone who 
paints: 'I think if you say *Tm an artist" 
you are making quite a big claim; you 
are saying that you have a vision, 
something that is special and unique, 
that is really worth something, probably 
something monetary, out there in the 
world. And I don't necessarily feel that. 

1 paint because I feel 1 have to, and 1 
have to draw; it's a sort of compulsion. 
There's a distinction between that and 
someone who wants to put themselves 
up against their peers and be judged 
on how good they are.' 

In his book* Andrew describes 
drawing as a way of creating his own 
private space and since his stroke 
painting has become another way of 
tuning out from the everyday pressures 
of his professional life. ‘When I’m 
painting there's nothing else in front of 
me, or in my head except colour and 
paint. So it is a total distraction. But I’m 
also working quite hard at some level, 
because by the time I’m finished I’m 
pretty tired, physically. I’ve got a sore 
back usually, but also my mind is 
exhausted so it’s not relaxation in the 
normal sense. But 1 certainly agree with 
the idea that engagement in the world 
through an activity such as painting is 
where happiness lies.' 

En plein air to studio painting 

The landscapes 1 chose for The Artist 
Award were painted in situ, in Devon, 



Winner of The Artist Award at this 
year's Royal Society of British Artists' 
annual exhibition, Andrew Marr talks 
to Sally Bulgin about his painting 
before and after his devastating stroke 



Painting heroes 

Andrew has a voracious appetite for 
studying the work of past and 
contemporary masters, amongst whom 
he includes Matisse as one of his 
painting heroes: To me pictures are 
always most interesting where the 
abstract qualities of colour and balance 
and line are almost but not quite 
dominant over representation. I’m 
really interested in the borders 
between abstraction and representation 
and although 1 say 1 paint abstract 
pictures 1 suppose up to a point they’re 
not because there’s very often a sky 
line or horizon included. But the great 
thing about Matisse is that he knew 
how to balance a huge picture plane, 
with absolute perfection. He had a 
fantastic instinctive formal sense of 
design and balance and the rhythm of 
the picture plane. And he was also an 



where Andrew used to enjoy painting 
en plein air, before the debilitating 
stroke in 2012 made it physically 
impossible for him to paint outside. 
Now, he rents a top-floor light-filled 
studio room in a house near his London 
home, for which he feels 'terribly lucky; 

1 feel the stroke was bad luck; this 
studio is a nice piece of good luck.’ His 
need to paint is overwhelming. 'Every 
week that goes by when 1 haven’t done 
some painting is a lost week. 1 don’t 
paint for very long at a time and 1 paint 
very fast and it just kind of pours out.’ 

In contrast to his earlier, unpopulated 
landscape paintings, Andrew’s current, 
large-scale oils are painted at speed 
entirely from his imagination and 
mostly include imaginative figures. 'I 
wake up in the morning and I have a 
picture in my head, pretty much, or a 
motif anyway.’ Alongside these, he also 
paints completely abstract pictures. 



Self Portrait 

M look grim, hostile and ill. in fact 
I am only trying to look hard into 
the mirror (never, in my case, an 
entirely happy experience).' 
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extraordinarily humane and joyful 
presenter of the world. Those two 
things sit together and interweave all 
the way through his work and that's 
what makes him, to me, completely 
special.' 

Sketching and practicalities 

Hockney, whose influence can be seen 
in the pre-2012 Devon landscapes 
(right), is another of Andrew’s painting 
heroes. He has spoken to him often 
over the years and Hockney has been 
generous with advice and 
encouragement, including offering 
simple practical suggestions such as 
the use of plastic japanese brushes 
with watered-down inks to facilitate 
faster sketching. 

Other favourite sketching materials for 
Andrew Include Pierre Noire pencils: ‘I 
like them because I like thick, greasy, 
wiry black lines in my drawing; I'm not 
very sophisticated. Also if you use 
water over it you can get very slight 
shades of grey smudging, which can 
work quite well.’ He carries his 
sketching materials, including coloured 
pencils, Inktense sticks and A4 
sketchblock, in a small leather satchel 
when travelling or filming, and also 
makes regular entries in his diaries, 
which he annotates with drawings in 
pen and pencil. Now he has his own 
studio space, however, he tends to do 
much of my thinking In there.’ 

Using the iPad 

The iPad is another useful sketching 
tool for Andrew, especially since his 
stroke. It’s got huge flexibility and 
speed. If I was sitting in a shady street 
in Venice or Rome at a cafe and I had 
about 20 minutes to jot down an image 
in colour, I couldn't do that with 
watercolour, it takes too long. With an 
IPad you can get the exact colour and 
draw the lines you want very quickly, 
and then you can email them to people 
and you can actually see the picture 
taking place, which Is great fun. This is 
a great new artists' tool and you can do 
very different stuff on it. You can be 
very detailed; it doesn't have to be 
quick. But its advantages are its speed 
and convenience; I realised I didn’t 
need anything with me apart from my 
iPad. 

But there is a certain flatness; you 
don’t get the effect of Ink and a nib on 
paper or a bit of graphite on paper or 
charcoal, so that's one big disadvantage. 
The other disadvantage is its size, 
which limits you to just the movement 
of your hand and fingers - you’re never 
going to be able to use your arm. A lot 
of painting is to do with the size of the 




A Tree in a Strong Wind, oil, 39x 39in (100X1 00cm). 

'An oil painting, done near Otterton in Devon. Another favourite tree. I nearly gave up: a gust of 
wind flattened the canvas and I had to spend an hour or so picking out flies and pieces of grass 
before carrying on.' 




A Glasses on the Table, iPad, 7J^X914ln (18.5X24cm). 

'The iPad app 'Brushes' is brilliant for getting texture. My sight is deteriorating. In fact my 
everything is deteriorating.' 
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human body and the different joints 
that you use to paint, so painting with 
the whole arm, which Matisse did a lot. 
and having some relationship between 
the size of your body and the size of 
the surface that you are drawing on is 
very important. 

The final drawback of course is that in 
bright sunlight you can't actually see 
your sketch, but I would urge people to 
try it. The original Brushes app is very 
good and I prefer it to the new one, 
although you can't get the original one 
now; nonetheless that's the one I and 
most people I talk to use.' 

Painting materials and 
techniques 

Andrew describes himself as a 'snob 
when it comes to paint. I've got a fair 
number of tubes of Michael Harding 
oils; his oranges and purples are 
gorgeous. And again I had a very 
Interesting conversation with Hockney 
about how he achieved those really 
cold, repellent, white skies you get only 
in England in the wintertime, and he 
said he used a tiny, tiny little bit of 
green, with a tiny bit of dark red mixed 
with white, and he showed me how to 
do it. And when I asked how he got 
those extraordinary bright oranges, he 
just said "Michael Harding; good paints 
make a lot of difference".’ 

He also enjoys mixing his own colours 
from raw pigments, purchased from 
Cornellssen’s, using a mixture of Liquin 



and linseed oil, which enables him to 
achieve the extraordinarily vivid, joyful 
blues and yellows, typical of his latest 
paintings. His core palette includes six 
or seven raw pigments ranging from 
bright yellow, Yves Klein blue, cobalt 
blue, burnt sienna, red umber, black 
(for occasional use) and viridian. He 
also has a number of tube colours, 
including white, which he uses at the 
later stage in a painting 'as a kind of 
finishing tool'. These are from the 
Michael Harding range from which he 
uses 'a lot of orange, lime greens and 
purples'. 

He has never liked acrylic, perhaps 
because it is so forgiving it allows 
people to over paint and be excessively 
detailed and what I call "dibberty 
dabbity”.' The great thing about oil is 
that it can be worked for a certain 
period and then will stop being worked 
so you are in a race against time with 
oil, which I quite like. Also, I just think 
oil produces the most vivid, strongest 
colours of all. I love the plasticity, 
gooeyness and the slap and the mess 
of oil paint, which is quite distinct from 
drawing.' 

For work on a smaller scale Andrew 
will often use watercolour, but his 
greatest current passion is to work on a 
large scale with oils, using larger, non- 
conventional house painters’ brushes. 'I 
think you should always try and impose 
limitations on yourself and trying to 
paint only with bigger brushes is an 



◄ Bounce, oil, 39X39in (100X1 00cm). 
'Although I should have left the blue to dry 
first, before going over with more paint, in 
terms of the overall structure of the picture I 
think this actually works. 

'After the stroke and when I wasn't able to 
draw outside I started to use crayons to draw 
abstract things in a little notebook. Bounce 
came out of that. I did lots of playful abstract 
sketches, all of which bear some relationship 
to a landscape scene of some kind. And then 
I thought actually I would quite like to make 
these bigger. And the interesting thing about 
crayons is that you are drawing with colour.' 



interesting one; it forces you to paint 
much more quickly and boldly and 
make much quicker mistakes.' 

Before his stroke, Andrew used hogs 
hair brushes in conventional sizes, 
going down to quite small. However, he 
has discovered that ‘painting works 
best when you don’t change paintbrush 
size. If you can stick to one brush size, 
there's a kind of coherence to the 
painting that you otherwise wouldn't 
get.’ 

While many of his pre-stroke paintings 
were done on plywood purchased from 
builders’ yards, for ease and convenience 
Andrew now buys pre-stretched 
inexpensive canvases ('because I waste 
so many of them’) from Cass Arts, 
ranging in size to quite big ones. 

Painting time has to be fitted around 
a demanding professional workload, 
including writing, radio broadcasting 
and TV programme commitments, so 
although he can’t paint every day, he 
makes time to get to his studio at least 
every few days. As well as intellectual 
there are physical therapeutic benefits 
too: 'I now have to do lots of 
physiotherapy and exercise and luckily 
my painting studio is on the other side 
of Primrose Hill, so I have to walk over 
the hill to reach it, which is good for 
me. And on a painting day I am 
standing up and using both hands to 
hold tubes and stuff, which is also very 
good for me.' 

Pre and post-stroke paintings 

There is a great difference between the 
pre-stroke en plein air landscape 
paintings and the studio paintings 
Andrew is doing now, although his 
painting principles remain consistent: 
Tve always wanted to do paintings 
straight onto the canvas with very little 
preliminary drawing in front of the 
scene or the object and in one sitting. 

I would stumble my way to the side of a 
field or down a track and just sit there 
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A Raw Fields, E Devon, oil, 1 6'A X 48/4ln 
(42X1 22.5cm). 

This is one of the three Devon landscapes 
selected for The Artist Award at this year's 
RBA exhibition at the Mall Galleries 



'Definitely the stroke has a fast ageing effect on you 
physically, so it's been a very interesting experience 
painting post stroke.' 



or stand and paint, normally in an 
afternoon or from early morning 
through to early afternoon, so about 
five or six hours of painting time in 
front of the subject, and I just adored 
that.’ 

Because the stroke was so severe 
Andrew realised there was no way he 
was going to be able to paint outside 
any more, not least because he can't 
carry everything, 'it would be 
completely impossible. And I thought 
that’s another thing that's gone. Then I 
thought, actually that’s not necessarily 
true. I’ve never used a studio but if I 
could find a nice bright room where I 
could paint then 1 could control my 
environment a bit more. I am really 
enjoying it, but I am definitely 
physically weaker, I don’t have the 
strength to go in closer to a painting 
and spend a lot of time drawing so I am 
forced to be a bit looser, and perhaps a 
bit more naive in my painting style. 1 
keep quoting Hockney, but he said that 
painting is an old man’s game, and it’s 
absolutely true that lots of painters get 
better as they get older. I’m certainly 
weaker, so you just have to be looser 
and quicker and edit faster. Look at the 
early paintings by Monet or Matisse 
and the level of brushwork, and detail 
in them, but in their later paintings 
they just couldn’t do it anymore; they 
were physically weaker and so much 
looser and we like the paintings better. 
I'm not saying I'm an old man but 
definitely the stroke has a fast ageing 
effect on you physically, so it's been a 
very interesting experience painting 
post stroke.’ 




A Woman in the Window, oil, 39x36in (100x91cm). 

This one is crude, but I quite like it. It's almost embarrassing as a picture but I think pictures can 
be embarrassing and still be all right. This came from a picture in a magazine, of somebody 
washing or drying her hair I guess. I did a quick charcoal sketch and then just turned that into 
this painting. I think it's quite emotionally open and it's got a certain amount of life about it; 

I'm pleased with this one.' 
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Subject matter and 
composition 

When painting outside Andrew looked 
for interesting and complicated shapes 
in the landscape, and aimed to 
translate his experience of the time and 
place into paint. He loved painting 
trees, which ‘have a lot more personality 
than people a lot of the time’, and 
scenes with a long horizon and distant 
sense of space. The resulting 
compositions reveal his enjoyment of 
strong, vivid colour contrasts. 

Now, post stroke and restricted to 
painting in his studio he is more 
interested in recreating the ambiguities 
between Inside and outside: 'I went to 
the Richard Diebenkorn exhibition at 
the Royal Academy and I was 
completely transfixed with how he 
deals with insides and outsides.’ 
Andrew is also painting a lot of figures, 
mostly from his imagination, aiming to 
create ambiguous narratives that are 
open to viewer Interpretation: ‘I’m 
really interested In drawing human 
figures that are deliberately slightly 
blurred and mysterious. I don’t want 
you to look at one and think it looks 
like your Auntie Annie; I want you to 
look and imagine a woman who is in 
some distress, or a man who is trying to 
calm something down.’ 

So his paintings now start with an 
imagined motif, usually involving 
figures and a window. He might start 
with a deliberately ambiguous motif of 
a man and woman embracing, or about 
to embrace, against the setting of 
Primrose Hill (above) and he then 
spends a lot of time working out how to 
balance the picture. He uses very thin 



amounts of liquid oil paint initially, 
before building his colours as the 
composition develops to achieve the 
overall mood of the painting. In this 
case he wanted to create a warm, 
happy picture, so I put In the yellow 
very early on, and I wanted the figures 
framed in the window so I drew a very 
straightforward square frame. Then the 
question is what do you do with the 
rest of the picture? There are curtains 
in the room and I wanted the big strong 
stripes as I love having very strong 
verticals. Then on the other side I 
worked and over-worked and reworked 
and brushed it all down with rags until 
it came to what just seemed to be the 
right colour. It could be a tree, it could 
be the inside of a room, and it's a good 
balance to the formality of the right. So 
I’m constantly thinking about balance 
and the emotional meaning of the 
colours as a painting develops. 

'Every time you put something on the 
canvas, you are setting yourself a new 
challenge or a new puzzle. How is It all 
going to balance, how is it going to hold 
together?’ 

With this new direction for his 
painting, there are inevitably many 
failures and Andrew’s greatest hope is 
to increase his successes: ‘If I could 
paint 100 decent, interesting canvases 
by the time I peg it I would be very 
happy, but my rate at the moment is 
probably one successful canvas to 
every three or four complete failures. I 
need to up my success rate.’ So what 
constitutes a successful painting for 
Andrew? ‘It’s a striking Image that stays 
in the mind, it holds together as a 
picture plane and it’s coherent.’ IQ 



◄ Touch 3, oil, 39X7510 (100 XI 90.5cm). 
This is similar to two previous versions 
including a hill and two figures but they are 
now clearly inside rather than outside the 
room. I wanted them to be off balance, so 
they're not symmetrically in front of the 
window; they could be the same person 
looking back at themselves, or not, so they 
have to be related in terms of scale and size. 

'I felt that the right-hand figure looked too 
much like a real person so I repainted to 
make her face much darker, and to create a 
more abstract figure. In the background there 
are a series of verticals and horizontals, which 
I'm really interested in. I used totally different 
kinds of brushmark, to add variety. I love 
complexity of texture. At the top of the 
picture, I added the red stripes and then blue 
and white, and I put an English flag there, for 
no particular reason. Then I realised that all 
the colours on that side were reds, whites and 
blues, and the other side they were all 
yellows and greens, so I made the left-hand 
figure more 'Irish', suggesting some kind of 
political meaning. So the painting developed 
in fits and starts, although most of the time 
it's about me sitting on the sofa rubbing my 
sore back, wondering what I'm going to do 
next!' 




Andrew Marr 

was born in Glasgow in 1959. He studied 
English at Cambridge and has since 
enjoyed a successful career as a political 
journalist. He has presented a range of 
television and radio programmes, most 
notably the Andrew Marr Show on 
Sunday mornings on BBC1. * His book A 
Short Book About Drawing was published 
in 201 3 by Quadrille, 52-4 Southwark St, 
London SEl lUN, telephone 020 7601 
7500. 
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Losing and finding 

I • 




Edward Robinson juxtaposes striking contrasts of colour, texture 
and newsprint to achieve atmospheric acrylic and mixed-media 
compositions, as Caroline Saunders discovers 



O ften choosing to draw the viewer 
in with directional light, Edward 
Robinson translates the 
ambience of a scene at a particular 
moment in time. Incorporating collage 
and mixed media as well as his key 
technique of manipulating printed type 
and newsprint, he creates an exciting 
interplay of textural effects. Edward 
became a professional artist late in life. 
The early work of Sir Peter Blake, 
particularly the artwork for the iconic 
1967 album cover S^l. Pepper’s Lonely 
Hearts Club Band for the Beatles, led 
Edward into graphics and illustration. 
Edward’s typographic and graphical 
painting style first emerged in the 
1970s and was at the time used in 



publicity for ICI and WHSmith. It is no 
surprise therefore that typography 
continues to feature significantly 
throughout his work. 

Bustling markets 

The vitality of bustling markets is 
perfectly suited to Edward’s style. ’1 
worked in Soho, a stone’s throw from 
Berwick Street market. Covent Garden 
and further afield at Butlers Wharf and 
Shad Thames. They are very inspiring 
areas, although much has changed over 
the last 40 years. I find most people 
seem to relate to London scenes.’ 
Edward derives as much from the 
abstracts of Picasso or Braque as he 
does from the compositions of Degas or 



A Fishermens' Huts, Aldeburgh Beach, 

Suffolk, acrylic and mixed media on board, 
^&^X2TMn (4lX56cm). 

'This vibrant scene was created with bold 
primary colours standing out against a cool 
tinted background and vivid blue sky. The 
main colour palette was cerulean and phthalo 
blue (green shade), buff titanium and light 
red. Bright sunlight guides the viewer up the 
steps and onto the beach. A combination of 
printed type denoting the fish trays, 
bubblewrap for the netting and corrugated 
card for the shed add interesting textures. 
Caran d'Ache oil pastels were used on the 
blackboards. For the finer detail I applied 
outlines by dipping the edge of card in 
acrylic.' 
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Walter Sickert. Like the Impressionists, 
Sickert focused on the contemporary 
urban world. His deft dabs of paint, 
exuberant brushwork and particular 
attention to the quality of light in a 
scene are phenomenal. Dull greys and 
greens are used as a backdrop with a 
hint of pink to add spice - an effect 
that I often adopt.’ 

Occasionally Edward uses the effect of 
contre jour Silhouettes are created and 
lines and shapes become emphasised. 
Drama and interest are created by the 
sun which is often seen as a bright spot 
or as a strong glare behind the subject. 

Materials and working 
methods 

Edward prepares his own gesso by 
mixing equal quantities of Polyfilla and 
Dulux water-based undercoat paint to a 
double cream consistency. He applies 
this sealer to 4mm MDF board, which is 
rigid enough to withstand the treatment 
of scalpel blades, sanding, scraping and 
rolling. Generally two coats are 
sufficient. The finish depends on the 
subject matter and mood I want to 
depict. Sometimes I prefer rough 
brushstrokes of gesso to be visible. If I 
am going to use card and newsprint I 
create a smooth surface by sanding 
between coats.’ A mid-tone warm or 



cool background, depending on the 
theme, is applied to the gesso-coated 
board. 

The idea for Edward’s next work will 
usually be triggered when out by the 
sea. On-the-spot expressive drawings 
to simplify shape and form provide a 
firm starting point. Observations are 
recorded and tonal values established. 
His drawings are accompanied by notes 
and digital photographs. ‘I use a 4B 
pencil and A4 smooth cartridge paper. 
The soft lead glides across the page to 
fill in solids. I smudge wherever 
necessary.’ Ideas are explored and 
promising compositions selected for 
further development back in the studio. 
’I regard my sketches as a guide and 
am flexible when balancing areas of the 
composition. At first I apply areas of 
collage or colour with no particular 
reference to sketches or photographs, 
deliberately to avoid making any firm 
statements. I treat the painting in a 
similar way to a design layout by 
providing many avenues of interest and 
by balancing pictorial, typographical 
and coloured elements. 

‘Elements of an abstract nature 
emerge as a consequence of 
simplifying the subject with a variety of 
effects and a limited palette.’ Edward 
responds to chance effects and ideas as 




A Borough Market, London, acrylic and mixed media on board, 41 X49in (105X1 25cm). 

'\ was inspired by the strong sunlight piercing through the delicate iron work. The light source 
provided a great tool to link the whole composition together. Using a large 3in flat brush I 
applied blocks of various tones of green mixed from hansa yellow and phthalo blue (green 
shade). To create the pinks in the foreground I mixed yellow and light red. Thick paint was 
applied using different widths of card and then using a roller. Box shapes, newsprint and figures 
were added to the foreground to create a sense of depth and interest/ 



a painting develops. Broad washes of 
layered acrylic allow the composition to 
evolve. Strong and subtle textures are 
produced with anything that makes a 
mark: bubble wrap, corrugated card, 
sack material, foam, cling film and 
rollers. ‘The working process involves 
losing the image and then having the 
challenge of finding it through the 
mixed-media techniques that I employ. 
This continues throughout the 
development of the painting.’ 

PVA glue fixes the lightweight collage 
but Golden Soft Gel (matt) medium is 
used for heavyweight materials such as 
corrugated card, textured wrapping 
paper and fabric. Printed Images made 
on an ink jet printer onto standard 
80gsm paper are incorporated. Edward 
seals the layers of collage throughout 
the process to guarantee longevity. ’I 
use a mixture of Winsor & Newton matt 
and gloss medium, which prevents 
disturbance of the underlying surface.’ 
While at art school and during his 
early days in advertising, Edward came 
across a technique of transferring 
printed type by adding lighter fluid to 
the weekend supplements, turning the 
pages over and applying pressure on 
the back. This was all made possible by 
photogravure, the printing process at 
that time. ‘I have now discovered an 
acrylic medium. Golden Soft Gel (matt), 
gives a similar result. Using a rubber 
spatula I place the gel onto the printed 
text, flip it over and apply pressure 
using a roller. Leaving it to dry for a few 
minutes I then peel away the paper. 
This process is a bit like using Letraset.’ 
For creating highlights Edward 
introduces small areas of inverted text, 
for example white text amongst an area 
of black text. 

A limited palette 

Using a mixture of Golden and Winsor 
& Newton acrylics, Edward mostly 
works with a limited palette that 
enables him to keep a unity within the 
picture. Reds consist of light red, 
cadmium red and red oxide. Yellows 
consist of Naples yellow, buff titanium, 
yellow ochre and hansa yellow. Blues 
include cerulean blue, phthalo blue 
(green shade), ultramarine and blue 
black (indigo) by Atelier, which he 
claims is wonderful for rendering 
shadows. Wherever possible yellow is 
used to lighten colours and to achieve 
a range of tones he mixes colour with 
titanium white, burnt sienna, burnt 
umber and violet oxide, olive green, 
Payne’s grey or carbon black. 

Edward finds acrylics can be built up 
but the colour still remains fresh. 
’Acrylics dry quickly and can be used 
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A Early Evening, Piccadilly Circus, London, 
acrylic and mixed media on board, 

16'/4X22!<in (47X57cm). 

To give mood and impact, textural contrasts 
of newsprint, type and impasto were 
explored in this composition. I manipulated 
some of the logos in Photoshop and printed 
them on an inkjet printer to add as collage. I 
used my usual restricted palette of phthalo 
blue (green shade), light red and buff 
titanium.' 

like watercolour washes or impasto, 
which I use to create an opaque 
highlight, for instance sunlight or 
foreground texture. To achieve some 
interesting runs of paint Edward 
sporadically sprays the board with 
water. He uses a wet box to prevent the 
acrylic from drying out and when using 
a roller for large areas of colour, a sheet 
of A3 plywood wrapped in tin foil gives 
an instant disposable waterproof 
surface. He sometimes puts quite a 
thick mix of paint onto varying widths of 
card and places it onto the painting at 
the desired location. He then uses a 
roller to achieve some extraordinary 
textures. 



Finishing touches 

The finishing touches, lines, boat masts, 
windows and walls are added using the 
edge of card dipped into acrylic. This 
produces a fine crisp line. When the 
painting is finished he uses a mixture of 
Winsor & Newton matt and gloss 
medium as if it were a varnish. Putting 
two coats over the artwork Edward 
gives the painting a satin finish. Using a 
barefaced obeche wood moulding, he 
makes his own frames in a colour 
sympathetic to the painting, generally 
grey. 

‘Some smaller paintings can take just 
as long as larger paintings. If the 
painting clicks it might take just days 
fora work 27>^x3IMin (70x80cm) to 
materialise. I cannot proceed until I am 
100 per cent happy with the sky, when 
that Is complete the remainder of the 
painting falls Into place. 

‘Art is exceptionally hard work. It is 
essential to be marketing when working 
and vice versa. For just over a year I 
have employed an agent who has been 
very beneficial for sales and marketing. 
Above all I have been fortunate to have 
the support of my family and friends.' IQ 




Edward Robinson 

completed a graphics course at Great 
Yarmouth School of Art before working 
for leading design and advertising 
agencies, where he won national and 
international design awards. He now 
runs local drawing and art classes and 
his work is held in private collections in 
the UK, Europe and USA. Edward's work 
is on show at Alexander Miles Gallery, 
London; The Flint Gallery, Blakeney, 
North Norfolk; Market Place Gallery, 
OIney, Buckinghamshire; Primrose 
Gallery, Northampton; Arthouse Gallery, 
London; The Lawson Gallery, Cambridge. 
www.edrobinsonart.co.uk. 
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GEOFF HUNT'S 

Watercolour 



The jigsaw effect, or 
painting in patches 



OCTOBER 





O ctober saw me sticking close to home for 
my subjects because I was very busy with 
things other than p/e/n-o/r painting, but I 
took a couple of opportunities to go painting 
outdoors. My notes say 'felt a bit rusty', and that's 
another thing about watercolour, especially 
watercolour outdoors. Like a golf swing, or so they 
tell me, you can't afford to let your game go for 
very long without practice, and I'd been spending 
much of my time either painting in oils (a studio 
marine picture) or else heavily involved with the 
Royal Society of Marine Artists' annual exhibition. 




A Wimbledon Village from the War Memorial, watercolour on Arches Rough, 1 1 %x 1 Sin (28.5 x 38cm). 

I thought I'd overdone the intense saturated colour in the dark foliage to the right, using lots of paint virtually straight out of the tube, but 
the medium responds surprisingly well to robust handling of this kind, very far from the usual pallid notions of 'watercolour' 
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the late aftemoo/i light gave a much more uniform 
and pleasantlg autumnal colouring' 



which is a sure-fire time-consumer every October. 

When I did manage to venture outdoors and 
once again get to grips with an expanse of white 
paper, I found myself worrying about what I called 
the 'jigsaw effect' This is the feeling that you're 
working on isolated patches of the painting one 
by one - you fill in a patch, the paint dries, you 
look around the paper, find another blank patch 
you fancy, fill that one in, and so on till the whole 
of the Jigsaw is done. This is not conducive to any 
sense of an integrated whole. It's a thing that 
applies mainly to watercolours, because they 
(usually) dry so quickly, and is not a problem with 
oils where the paint stays wet throughout the 
relatively short span of an outdoor painting, so 
you have much more of a sense of cohesion and 
development going on over the whole piece as 
you work. 

The first of these two paintings, Wimbledon 



Village from the War Memorial (left), was the worst 
offender, the more jigsaw-like. I worried most over 
the bright blue sky - did it bear no relation to the 
colouring of the rest of the painting? Or, on the 
other hand, did that very contrast lend brightness 
to the whole thing? At any rate it certainly looked 
like a separate area, a different piece of the jigsaw 
or maybe a piece of a different jigsaw. With the 
second painting, The Crooked Billet (above), the 
late afternoon light gave a much more uniform 
and pleasantly autumnal colouring; the problem 
here was that I was racing against time as the sun 
went down, concentrating above all on registering 
that bright sliver of light in the middle which was 
fast being eaten up by the long shadows, so some 
outlying areas still got the 'jigsaw' treatment. [Q 



Next month: Bringing outdoors In to the studio 



A The Crooked Billet, 
watercolour on Arches 
Rough, ll%xi5in 
(28.5 X 38cm). 

This is a favourite corner 
on the edge of 
Wimbledon Common 
with a real village 
atmosphere. The rows of 
chimneys are a delight, 
punctuating the skyline 



Geoff Hunt is vice 
president of the Royal 
Society of Marine 
Artists and a member 
of the Wapping Group 
of Artists 
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OIL 



PRACTICAL 



Light in the interior 

From public house to boat building yards, Ian Cryer discusses the importance 
of bringing light and shadow into unusual interiors and demonstrates how to 
paint figures as they move in and out of your view 



Ithough interiors present 

/A challenges to the artist, they suit 
^ ^ northern european tonal 

palette. They also lend themselves to a 
colder climate for very practical 
reasons, hence the much greater 
number painted north of Paris. Tavern 
scenes have been subject matter for 
artists for hundreds of years and I am 
much enthused by the work of Flemish 
genre painters, in particular Adriaen 
Brouwer. Since the smoking ban and 
the drift away from socialising to social 
media, the pubs that remain have 
become more sterile and less 
appealing as subject matter to me, but 
some good examples still remain. 

I paint quite a wide range of interiors, 
including private houses, factories and 
railway stations, which all have 
compositional elements in common. If 
outside light through windows and 
doors enters the picture then strict 
discipline in tonal areas must be 
maintained if the distinction between 
what is inside and what is out is to be 
conveyed. The way this light source 
penetrates the inner space and how 
this relates to other secondary internal 
lighting interests me greatly. This is 
particularly a feature in my pub scenes 
where wall lights cast their shadows 
additionally to a main light source. 
Whereas you might have an hour and a 
half working outside from life before 
the light changes, a longer period is 
usually possible inside. 




A Wagon Repair Works, Bristol, oil on canvas, 26X28in (66X71 cm). 

The underside of the roof provided a challenge in drawing and rendering subdued light on 
repetitive, diminishing roof construction. It's as well to love perspective if you want to paint 
such subjects 



Moving figures 

Conversation pieces painted in pubs 
are often populated by characters who 
appear while I’m painting and, while a 
strong idea of the finished composition 
is needed, an adaptable approach 
works best, as it’s rare that I can rely on 
a group of individuals to be available. 
The models are not paid professionals 
so their performance varies 
considerably, which adds an element of 
risk to the proceedings. 

An opportunistic approach Is 



necessary to grab an individual when 
available and this can dictate to a 
degree the way the overall painting 
develops. In a perfect world I would 
work around a painting slowly, pulling 
the whole together, but availability of 
models means that an area might need 
to be resolved quickly then left 
untouched. 

Painting needs to be dangerous, risky 
and under time pressure in order to 
achieve the freshness and touch I am 
looking for. Too much time can be more 



of an invitation to overwork than an 
advantage. 

Bringing in the light 

The scene from \^agon Repair Works, 
Bristol, above, looks out from the grubby 
interior of a railway works. Strict tonal 
control was maintained to register the 
slab of light framed by the shed 
doorframe. The light was described as 
it reflected off the sides of the wagon 
on the right, the tone of which was 
slightly darker than the actual light 
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DEMONSTRATION At the Trout 




A STAGE ONE 

In anticipation of a fairly low-key subject 
I went about toning the white canvas 
with my chosen mix of mostly ochre, 
cadmium red and French ultramarine, 
which was adjusted with titanium white 
heavily diluted with turpentine or white 
spirit. This was scrubbed in crudely to 
obliterate the white canvas primer. This 
toning was allowed to dry thoroughly, 
ahead of starting the painting, then the 
drawing was established with a mix of 
French ultramarine, ochre and cadmium 
red with plenty of thinning to allow the 
colour to flow off a small round brush 




A STAGE TWO 

I tend to lay in a number of lighter and darker 
tones early on to establish the overall tonal range 
I am intending to use. I'm careful not to use my 
lightest and darkest tones, however, as I like to 
keep these in reserve at this early stage. The main 
character was worked a little and the Intention 
was to keep him more advanced than the rest of 
the composition. I was careful not to become too 
carried away with any one area of the painting. 
An outline of figures in the background was 
suggested, not knowing who might be placed in 
this setting later on. My main model was posing 
for me, but I like to paint characters In the 
background, who randomly turn up 




A STAGE THREE 

The background of the pub was very 
busy, but I intended to create a largely 
darker area to push light and contrast 
onto the main subject. A complex 
subject like this could easily become a 
muddle of conflicting areas of interest 
so clear orchestration is required to 
keep the viewer's eye from being 
overloaded. A couple of characters 
appeared and I painted them without 
letting on, which is always fun though a 
little dangerous. 




1 relied 
entirely on 
internal 
lighting with 
deep 
shadows' 



◄ Shove Ha'penny at 
the Star, oil on canvas, 
18X16in(46X40.5cm). 
As I become older, I 
appreciate sitting in a 
warm pub, painting on a 
winter's day! Here the 
models came and went, 
adding an enjoyably 
risky element to the 
day's painting 



being reflected; this passage relieves 
the potential grey monotony of the 
inside of the workshop. Further 
punctuations were provided by the 
strip lighting, which, due to the 
dominance of the exterior light, only 
achieves a faint glow along the top of 
the left-hand vehicle. 

Night scenes obviously rely entirely 
on artificial lighting and often create 
deep shadows, which was another 
quality that attracted me to painting 
Shove Ha'penny at The Star, left. I love 
painting people without the constraints 
of the portrait commission and often 
create conversation pieces. To paint 
Shove Ha'penny at The Star I relied 
entirely on internal lighting with deep 
shadows and only a small amount of 
reflected light to illuminate the 
shadows. The main character was 
almost silhouetted against the lamp 
that lights the shove ha’penny table. 
Additional lighting was reflected in the 
mirror. I was able to work up the figures 
without actually asking them to pose, as 



24 



1//(rartist October 2015 



www.painters-online.co.uk 




PRACTICAL 

◄ FINISHED PAINTING 

At the Trout, oil on canvas, 18x24in (45.5X61 cm). 

I had grown suspicious that the head was too 
small in relation to the body and reluctantly 
decided to redraw and rework this passage. I 
might have been happy if I had left the head less 
resolved. After a few days on the easel in the 
studio, I cautiously made a couple of adjustments. 
First I worked a little more on the light from the 
wall lamp at the top-right corner to create more 
of a counterpoint to the foreground interest, then 
lightened the tone on the wall to the left 




Ian Cryer 

is president of the Royal Institute of Oil 
Painters and a west country-based artist, 
best known for his oil paintings of 
landscapes, railways, interiors and 
characters. Find out more by visiting 
www.iancryer.co.uk. 



they regularly returned to their 
positions as they played. 

I have painted in The Star many times 
over many years. It can take time for my 
eyes to adjust to the lighting or rather 
the lack of it, as the dark woodwork 
contributes to the deep shadows. 

Centre of interest 

You must be clear as to which light 
source Is dominant otherwise chaos 
ensues. Here the internal light was 
dominant and the exterior secondary. 

I try always to keep the main subject of 
the painting at a more advanced stage 
than the rest. This is necessary If you 
want to control the amount of emphasis 
placed on the central motif or subject. 

I took a high viewpoint from on top of 
some staging to compose the final 
painting, Boat Building at Bristol Docks, 
right. The translucent sheet formed an 
interesting slab of light as a backdrop 
and a more Intense light penetrated 
through the doorway to create the focal 
point against the darker notes of the 
boat and ladder. The eye was then 
invited to explore the foreground and 
back up to the top left. 

Certain areas were very busy, but had 
little contrast, which allowed them to sit 
quietly and not compete unduly with 
the main punchline. EQ 




A Boat Building at Bristol Docks, oil on canvas, 26X28in (66X71 cm). 

To lead the viewer's eye into the painting, the structure of the pilot cutter, upper left, and the 
darker right foreground blocks of darker tone assisted me in making stronger contrast towards 
the centre 
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PRODUCT SPOTLIGHT 



A sophisticated 



Soraya French says that Daniei Smith 
watercoiours tick aii her boxes as she 
weicomes the introduction of their new 
5mi tubes 



palette 



D aniel Smith is a world-renowned 
manufacturer of outstanding art 
materials. They have been 
producing high-quality professional 
watercolours for over 30 years and with 
around 238 colours offer the widest 
choice of hues to the watercolour artist. 
The spectrum of colours ranges from the 
soft and earthy hues of their PrimaTek 



collection to really intense, vibrant 
modern synthetic colours as well as the 
luminescent selection, that can add 
shimmer and sparkle to your paintings. 
These strong and punchy watercolours 
are great for artists who wish to push the 
boundaries of this magical medium. 

Daniel Smith watercolours have a moist 
and Incredibly rich texture with just the 



right consistency for creating strong and 
intense washes of colour with minimum 
effort and maximum impact. I was so 
impressed with their performance after 
trying one of their dot colour charts a few 
years ago that I have used them ever 
since. 

From August 201 5 these watercolours 
are available In the more affordable 5ml 
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PRACTICAL 



► Flower Fusion, Daniel Smith watercolours 
on Saunders Waterford NOT, 2001 b, 1 5X 1 7in 
(38X43cm). 

I applied washes of quinacridone rose to the 
areas where I wanted to place the flower 
heads. I then mixed a violet with French 
ultramarine and quinacridone rose to paint 
the violet anemones. I mixed a light green 
with hansa yellow light and phthalo blue and 
applied it around the flowers leaving a few 
white areas for the daisies. I mixed my 
darkest tone with phthalo blue and 
quinacridone rose and applied it around the 
flowers to create depth. I tried to keep a 
balance between the soft and more defined 
edges 



tubes and from more UK stockists. There 
are 88 colours available in the 5ml tubes 
with 63 single pigments. These are made 
with the finest quality, highly lightfast 
pigments. All Information regarding the 
pigment characteristics such as opacity/ 
transparency, granulation, lightfastness, 
permanency, staining power and so on 
can be obtained from Daniel Smith's 
website at www.danielsmith.com. 

Unusual colours 

Apart from the standard and most 
frequently used hues, Daniel Smith also 
create some unusual colours that can jazz 
up your watercolours and help you make 
an Individual and unique palette. They 
have a tremendous selection in the 
quinacridone family, and some of their 
ready-made greens such as green gold 
and spring green are great to use, without 
modifying. You are spoilt for choice when 
it comes to the earth colours; there are so 
many beautiful hues, such as quinacridone 
sienna, transparent red iron oxide, tiger's 
eye genuine, quinacridone deep gold, 
nickel azo yellow and many more. One of 
my favourite colours is sleeping beauty 
turquoise. 

Choosing your palette from such a wide 
selection can be daunting, so start with 
the Essentials primary set. There is a warm 



◄ French Market, Daniel Smith watercolours 
on Saunders Waterford NOT, 2001b, 15X16 in 
(38X40.5cm). 

I started with washes of new gamboge and 
hansa yellow light in parts of the background 
and foreground. I then dropped in washes of 
quinacridone rose in places to form the fruit 
shapes. I followed this by flooding in phthalo 
blue to create the dark areas around the fruit 
and add some colour to the background. The 
figures and lighter umbrellas were shaped by 
painting the negative areas with darker tones 
of phthalo blue and a touch of pyrrol scarlet. 

I used the same dark tone to paint the larger 
umbrella. The painting was completed using 
the Daniel Smith Essentials primary set 




'Choosing your palette 
from such a wide 
selection can be 
daunting, so start with 
the Essentials primary set' 



and cool version of each primary colour 
included, enabling you to mix all your 
secondary and tertiary colours in their 
vibrant, slightly muted and totally muted 
tones. You can add more colours when 
your subject requires an unusual hue or 
when you feel the need to shake things 
up a bit by introducing a fresh colour. 

Working with just the Essentials primary 
set is a helpful way for beginners to get to 
grips with basic colour mixing. The 
absence of too many hues creates a 
simpler, more straightforward palette. 

Some colour-mixing suggestions 
include: cool green bias hansa yellow 
light -F cool green bias phthalo blue 
(green shade) = the most vibrant green; 
warm orange bias new gamboge -f warm 
orange bias pyrrol scarlet = vivid orange; 
warm French ultramarine blue + cool 
quinacridone rose = vibrant violet. These 
vibrant hues can also be adjusted by a 
change of proportion and by adding 
more or less water to the mix. 

For a slightly muted version of these 
colours you can mix one good carrier and 
one poor carrier of the secondary colour 
and by choosing two poor carriers of the 



secondary colour you can create an even 
more muted, sometimes totally grey or 
brown version of the secondary colour. 

As well as the Essentials primary set, 
Daniel Smith has also produced a set of 
six PrImaTek colours, made from raw 
natural mineral rocks such as jadeite and 
hematite, sourced from around the globe. 
This includes a set of beautiful colours 
that are generally of low chroma, mostly 
granulating pigments that can give you 
an understated but sophisticated palette 
of colours with depth and richness. The 
PrimaTek set includes jadeite genuine, 
amethyst genuine, rhodonite genuine, 
piemontite genuine, mayan blue genuine 
and hematite genuine. 

In my watercolours I look for quality of 
pigment, richness of consistency and 
texture, clarity, lightfastness, variety of 
hues and the Daniel Smith range ticks all 
my boxes; discovering these amazing 
colours rekindled my love for this 
seductive medium. 



Daniel Smith 
watercolours are 
distributed in the UK 
by Premium Art 
Brands. Visit 
w ww. p re m i u m a It 
brands.com for 
more details, prices 
and where to buy 
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Panoramic 

Fascinated by how the pace of 
building is changing London's skyline, 

James Willis set out to convey the 
scale and contrast of architectural 
styles around the city 



This meant I had to focus on what was 
situated next to, and opposite, what. 

In order to achieve this I bent the 
Thames southwards so that it flowed 
across my drawing papers. Once 
roughed out, the river became my 
foundation for where buildings were 
placed. In fact I started In the centre 
and worked along the Thames on both 
sides, at the same time keeping each 
building in line with its neighbours and 
those directly opposite. 

I enjoy perspective and found I soon 
got Into the rhythm of this new and 
distorted view and having to adapt the 

◄ Thames Early Morning Light, preparatory 
drawing, pencil on paper, 24X90in 
(61X244cm). 

This large drawing was composed from my 
location sketches and photographs. I 
reorganised the perspective of London from 
the high viewpoint so as to include the 
Thames from Westminster to Canary Wharf 
and beyond. I was careful not to overwork 
the drawing and to reflect on the effects of 
the sun rising in the east. From it the large 
painting above was developed. In this detail 
the left side of the view is seen looking 
towards Westminster, Tate Modern and 
central London 



T he scale and speed of building in 
London is changing our 
perspective of the city, so I set 
myself a challenge - to make drawings 
that convey the scale and contrast of 
architectural styles around the city. 
Armed with a sketchbook and pencils. I 
set off for the top of The Shard, where I 
made some quick sketches, noting 
details and specific angles and 
viewpoints of the 360-degree 
panorama. I was struck by the early 
morning light from the east and the way 
it illuminated the buildings along the 
Thames and played in bright patches 




on the river. By the time I descended I 
had enough material and several ideas 
for future paintings. This was the start 
of what has become a major project 
and a growing Interest in not only the 
rapidly changing London skyline but 
the complicated pattern of buildings 
seen from above. 

Back in my studio I reviewed my 
output. As I started to draw out my view 
of the Thames I realised I had a 
problem in that our eyes can only take 
in things within a 60-degree or so field 
of vision, so it would be Impossible to 
take in a 180-degree view as a whole. 
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A Thames, Early Morning Light, oil on three 
canvases, 24X96in (61 X 144cm). 

The sun rising in the east behind the Canary 
Wharf area lights the whole scene. I had to 
think through the effect of light on every 
building because this is not a real view; the 
perspective has been modified to create a 
believable design in a long format. By 
working out where the sun would fall on the 
east-facing buildings on the left and 
remembering that those on the opposite end 
would be against the light, the two sides of 
the piece began to fit together as a whole. 
There is a point in the middle that got a bit 
tricky but that is part of the fun! 




A Thames, Early Morning Light, original location sketch, pencil on paper, 8X 1 2in 
(20.5 X 30.5cm). 

This initial quick sketch from the top of The Shard was the starting point for the large triptych, 
above. Working rapidly with a soft pencil i tried to capture the effects of the panoramic view and 
the effect of the morning sun on it. Several other more detailed drawings followed (below left) 



angles of the closest buildings to make 
sense of this wide view. Scale was 
everything. The drawing was a labour of 
love and took three very long days to 
complete. The drawing turned out to be 
almost five feet long and my next 
challenge was how large to make the 
painting. 



I would strongly recommend that you 
avoid this and consider the total effect 
of any painting you are working on 
throughout its creation. It will help unify 
your work and prevent one part of the 
painting becoming overworked to the 
detriment of the rest of it. I find that 



the preparatory drawing helps as it 
builds my understanding of the overall 
picture from the start. 

Principally the paintings are concerned 
with perspective on a large scale. On 
this scale a traditional single vanishing 
point on the horizon would mean the 
buildings at the edges and particularly 
along the sides of the canvas become 
distorted and almost unrecognisable. It 
would be impossible to view a 
panoramic painting without moving 
your head as well as your eyes. This 



Trial run 

A trial run for the larger river view 
painting, City Sftyline (right) helped me 
get the hang of working on a large 
canvas, but with many small details, to 
make a unified composition. It is very 
easy to focus on minute details without 
giving the bigger view a single thought 
until quite late in the painting process. 



► City Skyline, oil on canvas, 1 8 X 39in 
(45.5 X 99cm). 

In this painting I tried out some ideas before 
starting the large panoramic Thames view. It 
was worked from a detailed pencil drawing of 
approximately the same size 
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A Afternoon Sun in the City, oil on canvas, 
36X60in (91. 5X1 52.5cm). 
i used a warm colour scheme for this large 
painting to represent the late afternoon sun 
glowing across the complex architecture 

means for every head or eye position 
there is a different viewpoint and as a 
result the perspective changes. It is the 
job of artists to make sense of all of 
this. In my paintings I took a single 
vanishing point for the main focus of 
the work - in Thames, Early Morning Light 
(pages 28-29) it is suggested by the 
converging lines of the two closest 
bridges and their relationship to the 
city skyscrapers on the other side of 
the river. To balance a rather central 
viewpoint several of the larger buildings 
shift to another viewpoint so that the 
composition does not leave the viewer 
‘stuck' in the middle but looks along 
the whole scene as if it were real. The 
roof of London Bridge station in the left 
foreground is an example. 

Composition 

A great deal of thought went into the 
composition and a lot of drawing to 
understand the effects of perspective. 

It was worth the effort as the final 
painting hangs together with a balanced 
and undulating rhythm that suits the 
expansive view without allowing tiny 
details to dominate. The perspective 
structure therefore is of paramount 
importance. So 1 discovered that tone 
can unify a scene, giving us the 
impression that the light source 
illuminates everything in the same way 
from location in, or outside, the view. 

Next came colour. How could I use 
colour to give the impression of light 



and shade on such a large scale and 
within such a complicated pattern of 
buildings? I decided to use colour 
theory to try to avoid a fussy effect of 
too many colours confusing the eye. 
lust the shadows had flowed across the 
canvas, 1 also wanted the colour to do 
the same. 

Colour 

1 Started with the colour for the light; 
here Michael Harding transparent 
yellow lake was my choice. It is bright, 
works well over white gesso 
underpainting and is a cool shade 
suitable for morning light. It flows 
across the painting from the right, along 
almost the entire length of the river 
under the final layers, reflecting 
brightness back through some of the 
successive layers to give the sparkling 
light effect that had inspired me at the 
start. Using colour theory I contrasted 
the cool yellow on the right with 
warmer blue-purple shadows, gradually 
changing the colour to a cooler blue on 
the left of the picture. In the same way 
the lights in the left of the picture are 
warmer than those on the right. The 
effect is that of light illuminating from 
the right towards a warmer time of day 
with the opposite effect in the shadows 
to give it maximum impact. 

Finer details were added towards the 
end of the painting process but I was 
very careful to leave some half 
suggested. Highlights were either 
painted over shadows or different 
shadow colours merging, leaving edges 
lost in the darkness to avoid the piece 
becoming too 'photographic'. I do after 
all love to see the effects of paint! 

This first large painting started me on 
a journey of discovery and several 



more have been completed along 
similar lines - trying to create unity 
through preparation, tone and colour. In 
them my record of the changing skyline 
of London is presented and it still 
fascinates me as more and more 
buildings appear, but I still try to 
include at least one of the iconic 
skyline buildings we are so familiar 
with. fQ 




James Willis 

trained in fine art and music at the 
University of Chester and has an MA in 
the history of art from Birkbeck College, 
London. A tutor and demonstrator, he 
has developed arts programmes for 
many London museums. James has 
exhibited both in England and abroad, in 
group and solo shows and his work is in 
private and public collections, including 
the Sir John Soane Museum and the 
Bentham Collection. 

The London Paintings by James Willis 
will be exhibited in the gallery@oxo, Oxo 
Wharf Tower, Bargehouse Street, South 
Bank, London SE1 from September 30 to 
October 4, 1 1am to 6pm. Admission is 
free. For further information, see 
www.jameswillisart.co.uk. 
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Paul Talbot-Greaves 
has been painting for 21 years and 
teaches watercolour and acrylic 
painting in his home county of west 
Yorkshire. He also runs workshops 
and demonstrates to art societies. 

Paul can be contacted via his website 
w w w.ta I bot-g reaves.co.uk. 

W atercolour paint exploits a 

transparency that is best built 
up in layers. I use a three-stage 
principle to bring out texture, shape, 
value and vibrant colour in my 
paintings. Each stage may contain 
multiple layers of colour but the 
general principle is that of lightest 
values first, followed by building up 
colour, shapes and values with 
increasing darks, then details last. To 
maximise these amazing qualities it 
pays to use good quality paper. 

Watercolour paper 

Watercolour paper is the most 
important element of your painting kit. 
Paper controls the handling of the paint 
and depending on the quality, it can 
make the difference between creating a 
mess or achieving success, especially 
when it comes to layering. Paper is 
made with varying materials in different 
manufacturing processes, from 
handmade to mould made and those 
made on a fourdrinier machine. 
Generally, paper is either made from 
cellulose (wood) or cotton and each 
material has its own unique 
characteristics. Paint tends to dry onto 
the surface of cellulose paper allowing 
it to be lifted, whereas on a cotton 
paper, it is absorbed into the fibres, 
which can be said to be more 
colourfast. These properties have an 
effect on the layering of watercolour. 

Layering on cellulose paper such as 
Bockingford needs to be done carefully 
to avoid lifting the under colours too 
much. Layering on cotton paper such as 
Saunders Waterford can be undertaken 



Watercolours, 

with punch 



Paul Talbot-Greaves demonstrates how to use the 
three-layer principle to develop watercolour paintings 
full of vibrant colour and strong tonal depth 



quite freely without worrying about 
colours lifting. Both are great quality 
papers and it is a case of personal 
choice. I use mostly Saunders 
Waterford 640gsm high white rough, a 
tremendously absorbent paper which 
dries slowly to give the painting a 
beautiful finish. It also has a great tooth 
for creating drag brush and textures 
that are ideal In landscape painting. 

Preparing to paint 

Before you begin painting, take a good 
long look at your subject in terms of 
values, as this will help you navigate 
your way through the layers of the 
picture. First, look for the lightest 
values, including white. True white is 
not often seen in a landscape scenario 
but off white and other very light values 
are. It is important to know where and 
what their respective colours are, as 
these will be put down on the paper 
first. Next, look for the very darkest 
values as these are Important contrasts 
to the light and are what you are aiming 
towards in the painting process. A 
punchy image will contain both these 
value extremes. The process of the 
painting is a general progression from 
light to dark, so a range of mid values is 
all that Is required to bridge the gap 
and create variation and contrast 
between the light and dark extremes. 
When you have identified the colour 
and temperature of your lights you are 
ready to begin. 

First layer 

First, if true white is in your painting, 
either make a note to paint around it or 
mask it out with masking techniques 
first. I like to wash base colours loosely 
over the entire painting as an undertone, 
which must form the lightest values of 
the picture and be no darker. I 



generally use warm or cool colours and 
keep them loosely related to the family 
of primaries, for example cerulean blue 
or phthalo blue for cool areas, yellow 
ochre and maybe even a little burnt 
sienna for warm areas. I wash the fluid 
pigments onto dry paper, allowing them 
to blend and fuse. This is the foundation 
of the picture so it is important not to 
mix them together too much, otherwise 
you will end up with one flat muddy 
colour. 

Using artificial drying 

To speed things up I sometimes use a 
hairdryer, although it is important to 
allow the pigment to soak into the 
paper first. Hairdryers evaporate water 
and therefore pigment too if this hasn’t 
been allowed to settle first. Some 
pigments rely on the slow settlement of 
colour for their effects, such as the 
granulating appearance of ultramarine, 
but a hairdryer will prevent some of 
these effects from forming. If the sheen 
has left the wash, the process of drying 
can then be accelerated using the dryer 
and this helps to build layers quicker. 

Second layer 

When the first layer is dry it’s time to 
build up the painting to a recognisable 
image. I often break the subject down 
into manageable sections and deal with 
these one by one. For example 
background hills, mid-ground fields, 
bank of trees, foreground lane and so 
on. Each of these sections is worked 
from light to dark, using the first layer 
as the lightest highlights where 
appropriate. I work the paint wet onto 
dry, but I do allow colours and shapes 
to fuse and blend where they meet. It 
is always important to generate a lot of 
softness at this stage, so wet-into-wet is 
also a technique that I exploit a lot. In 
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WATERCOLOUR 



DEMONSTRATION Low Light Catches the Wall Top 



< STAGE ONE 



This is layer one in practice. The painting was inspected for white and I 
decided to retain only a few flecks in the sky; the remainder was washed 
over using light values of various colours. Here I used a medium-sized hake 
brush to apply cerulean blue, yellow ochre, burnt sienna and Winsor violet. 




► STAGE TWO 

When the first layer had dried I moved on to my second, 
which was tackled in manageable sections. I sprayed a little 
clean water into the sky using a small spray diffuser then 
brushed in burnt sienna with a little cobalt blue to create the 
soft-edged background trees. On the left I painted the wall 
with sap green and burnt sienna using a size 8 sable, and on 
the right I added the same colours with some violet added. 
The bold marks left behind were deliberately ignored as I 
knew I would be overpainting them with dark 




most cases I will apply a colour and 
then add further colour into it. To get 
this right you must ensure that the 
colour you are adding to the wet is 
much less fluid than normal, in some 
cases just neat paint. Within each 
section I aim to paint the appropriate 
colours, shapes and values although it’s 
not a big issue if some of these are not 
wholly accurate as once the layer has 
dried, I can always add further colour. 



Third layer 

By this point the picture should be 
looking very much like the subject. I 
usually look upon my third layer as a 
tweaking layer. Here I make any 
adjustments to bring the painting to a 
close. Examples of this are adding 
glazes of bright colour to boost the 
vibrancy of an area, adding darker 
values, taking some values back by 
scrubbing paint off, adding detail to the 



◄ STAGE THREE 

I continued working the second layer adding 
the grassy verge and some shadows dashing 
across the road using a size 3 squirrel mop 
brush. I began shaping the building and 
trees, adding any cast shadows as wet-into- 
wet 



focus, softening or sharpening up other 
shapes if necessary, and adding 
highlights or making changes with 
gouache. Gouache makes a great 
addition to a watercolour, especially if 
you have lost a bright portion or 
missed a highlight or two. 

When to stop 

This is an issue for many artists. Going 
beyond what is required and 
overworking a painting is often down to 
the repetition of enjoyment, in other 
words, simply repeating a technique 
because it feels good doing that. If you 
have concentrated on building up your 
painting as a series of shapes, values 
and colours and you have managed to 
generate a reasonable amount of 
softening, you will find that fiddly 
details are not always required. Stand 
back from your work and analyse the 
values and shapes, not the details that 
overwork a painting. If they look right, 
the painting will look right and that is 
generally the time to stop. IQ 
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► STAGE FOUR 

I finished working the trees, then with a size 4 
squirrel mop I added the strong values of the 
shadowed wall using mainly Winsor blue, 
Winsor violet and burnt sienna. I kept the 
wash fluid to allow me to blend the colour 
into the shadows of the verge, for which I 
used Winsor blue and Hooker's green. The 
darks were cut around the stones in the light 
and the whole area texturised with various 
amounts of water splashed into the wet 
paint. When the layer was complete I was 
able to identify any areas that needed further 
attention before any detail was added 

▼ FINISHED PAINTING 

Low Light Catches the Wall Top, watercolour 
15X22in (38X56cm). 

Using the same colours again I added shape 
and texture with a hint of detail in the wall, 
marking the stones in broadly with a size 8 
sable brush and spattering freely with paint 
and water. I reworked the grassy shadow as 
this needed further depth and at the same 
time I painted the stronger cast shadows 
across the road. Whilst all this was settling I 
painted the twigs and branches of the trees 
very quickly with a long rigger brush. When 
ail the shapes had dried I finished the 
painting, adding the strands of barbed wire 
with a little gouache and spattering lighter, 
thinned gouache over the wall 




'Stand back from your work and analyse the values 
and shapes, not the details that overwork a painting' 

\om Paul and learn how to use colour effectively in acrylics in our workshop at Art Materials Live, 
NEC, Birmingham on November 6, 2015. Visit our website at www.painters-onllne.co.uk/ 
courses-holidays/reader-workshops for details and to booh, or telephone 01580 763673 
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People an 

Michele Del Campo reveals the preparation 
and thinking behind a contemporary narrative 
painting in oils, demonstrating its development 
in alia prima stages 



however, 1 exercised my artistic licence 
and placed it on the side of the guy's T- 
shirt, so that it could more easily be 
accepted by the viewer as coming from 
the butterfly. I cut a butterfly-shaped 
piece of paper and projected a light 
against the side of my body to find out 
which form it would take. I took a 
picture of my painting when almost 
finished, opened it in Photoshop and, 
using a digital sketching pen, drew 
various versions of shadows on a new 
layer. When I found the shadow that 
looked most convincing, 1 added it to 
the actual painting (above right). 



I have always been interested in 
people and their experiences. Over 
the past few years my paintings have 
become more narrative in content, 
suggesting underlying stories and 
different interpretations through the 
actions or attitude of the people in 
them. 

The painting demonstrated here 
narrates a story of implied flirting 
between two people in an ordinary 
urban setting. The scene is based 
mostly on a photograph taken in 
Barcelona a few years ago (above). I 
invited this passing couple to pose for 
me in front of the glass window, which 
reflected the scene like a mirror and 
created various levels of distance. This 
enabled me to suggest a vague sense 
of place without being too descriptive. 

This painting became the subject of a 
recent workshop in which I taught 
students how to paint sunlight on a 
clothed figure. Part of it was painted 
during my daily demonstrations and 
the rest completed when the workshop 
was over. 



The fieldwork 

When I asked this couple to pose for 
me, I had in mind several sketches that 
I had been doing for an exhibition on 
the theme of 'Close Strangers', 
suggesting an atmosphere of self- 
absorption and aloofness between two 
or more people (right). 

However, while I was taking the 
photographs, the girl momentarily 
touched her hair, which suggested a 
new possibility: my painting could 
become more about seduction than 
melancholy, so I changed their poses 
accordingly. I introduced the butterfly 
as a burlesque addition at the end of 
the painting, to help the composition 
and lighten the atmosphere of the 
scene. 

To make the butterfly plausible and 
give a sense of space I considered 
painting its shadow in an area of the 
canvas in which it would be 
recognisably connected. But, judging 
the direction of the light, this should 
have fallen outside the canvas; 



Observation aided by 
knowledge 

Photography can definitely enhance 
your creative possibilities as long as 
you have built up the necessary 
knowledge from drawing and painting 
from life. Thanks to a camera, I was able 
to bring back to my London studio a 
fleeting moment captured under strong 
sunlight in the middle of Barcelona. 
However, 1 then had to reinterpret the 
image and provide the variety of 
colours and sense of depth that the 
photographs lacked. I enhanced some 
colours, added some reflections in the 
shadows, adding warm colours on the 



A Drawing from my sketchbook 
I captured the sense of aloofness between 
the figures that inspired a series of paintings 
for an exhibition on the theme of Close 
Strangers 
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◄ I created a paper butterfly and used my 
torso as a model to experiment with how a 
butterfly's shadow might fall on a body in 
real life. I took a photograph of my painting 
and in Photoshop drew with a digital pen to 
indicate the appearance of the shadow on 
the male figure's T-shirt 



more prominent forms and colder 
colours where forms receded. For 
example, in the girl's face, I added the 
reflections from her hair, blue jeans, the 
cerulean sky and the white T-shirt, even 
though I had no such visual information 
in the reference pictures. Also I added 
the reflections of the sky, hair, 
pavement, skin, jeans and the mirroring 
window to the girl's white T-shirt. 

Painting technique 

I paint alia prima and so for large 
paintings I concentrate only on those 
areas that I can finish by the end of the 
day in each session. I usually work from 
background to foreground. However 1 
never exclude a few corrections and 
adjustments at the end of the painting, 
when everything is dry, if required. 1 
can go back to the same painting 
months or even years later in some 
cases, if I feel that there is something 
important that 1 should change. 

For the initial drawing, I start by 
tracing a cross with a pencil or, if the 
painting is too big, I add a few more 
squares to divide the surface into more 
manageable areas to enlarge the 
reference image (stage one, above 
right). I keep the squares large, as I find 
it too restrictive to use tight grids for 
the drawing. After the squaring up I use 
a long flat synthetic brush such as 
Rosemary & Co Ivory Long Flat No. 8 
and raw sienna or raw umber for the 
outline drawing. 

I like to work on white surfaces 
because 1 can achieve brighter results, 
as the white shines through the colours, 
especially the more transparent 
washes. I buy big rolls of linen canvas 
called Lino LC54 Fino, made in Spain. It 
is very smooth, from having four layers 
of oil-based preparation, but it is also 



thick and very resistant. In the comfort 
of the studio I use big rectangular 
palettes that I cut from MDF boards. 
Then I cut and lay on top a propylene 
plastic film (typically used to wrap 
flowers in shops). This saves me from 
cleaning the palette, assures a perfectly 
smooth and clean surface, and it can be 
lifted and thrown away after finishing a 
painting; it is also very strong and does 
not dissolve with white spirit. 

I use palette knives to mix colours 
and a wide set of hog, synthetic and, 
occasionally, kolinsky brushes to apply 
paint to the canvas. Handmade 
Rosemary & Co brushes are ideal for 
their precision and hold their original 
shape. I try to paint almost everything 
with big flat brushes, sometimes using 



A STAGE ONE 

After marking the canvas and the reference 
picture with a cross, I did a very simple 
schematic drawing to place the elements. 
Exactitude is not important at this stage, 
because most of the elements will be deleted 
and reconstructed in the painting process 



▼ STAGE TWO 

I painted the whole of the background first, 
including the reflections in the mirror, trying 
to work everything alia prima, so there were 
no hard edges. A quick wash with a medium 
tone for each colour then gave me a good 
base from which to build up the shadows and 
the lights 



wvy w.pai nters-on 1 1 ne.co.u k 



‘//(('artist October 2015 



35 






OIL 




A STAGE THREE 

Here the male character is mostly finished 
although I retouched some areas at the end. I 
added a medium-tone wash to the girl's T-shirt 
and her skin after completing her jeans. With the 
shadows mostly finished on the girl's T-shirt I 
started to add the lights. The initial medium tone 
was still wet so I cleaned the brush often for 
maximum purity of colour 

► STAGE FOUR 

I used the corners of my large brushes to paint 
the details, which leads to less precision, but it is 
a faster technique and the results are more 
expressive. However, I painted the eyes with a 
very precise brush, the Rosemary & Co Ivory 
long flat although it is still quite big 





the two comers of the same brush for 
two different tonalities, being careful 
not to mix them. 

Clean and bright colours 

I used to use just six colours, but 
throughout the years I have added 
more and more hues to my palette. An 
extended colour palette allows me to 
get a richer and brighter passage 
between tonalities, using single 
pigmented colours where possible, and 
limiting my mixes. I use Winsor & 
Newton Artist Oils, and have around 30 
different hues available. I also try to 
limit the quantity of colours that I mix 
for each object or area of the painting 
to three or a maximum of four, so each 
area has an individual presence and a 
distinct resonance within the painting. 
In this painting I enhanced all the 
colours and changed the background 
mirror, which 1 made redder than it 
actually was, to compensate the 
vividness of the yellows and blue and 
to harmonise the painting. 

I am careful to keep colours as clean 
as possible for greater vibrancy, and 
have a special method for mixing 
colours on the palette. I prepare all the 
colours required first, which takes time, 
but then the application is a very 
straightforward process (obviously oil 
paint is the only possible choice for 
this technique as once prepared on the 
palette it can last for a long time). On 
the palette I first mix scales of colours 
from dark to light for the shadows and 
do the same for the lights. Each little 
mound is separated from the others 
and is laid out in parallel rows, for a 
quick and intuitive collection with the 
brush. 

I dedicate the 
same attention 
to the 




► My palette 
with colours 
organised in a 
series of rows 
and from dark 
to light 



◄ STAGE FIVE 

I painted the highlights on the girl's hair at the 
end. This time I used mainly zinc white, rather 
than titanium white, as I prefer the effect of 
transparency that zinc white gives. Here there 
wasn't much margin for error, as the underneath 
dark colours were wet and the brushwork would 
be easily spoilt by the slightest mistake 
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cleanliness of the brushes, using a 
brush for the shadows of each colour, 
and another brush just for the lights of 
that same colour. In certain cases I 
might add another brush just for the 
middle tones, where there is a passage 
between light and shadow. When the 
brush I am using for the light of a 
particular colour mixes with the 
underneath paint that has the mix for 
shadows, I wipe it off after each 
brushstroke. For example for the yellow 
T-shirt of the guy in this painting, the 
colour in the light can get muddy very 
easily by picking up the still wet darker 
and greyer shadows, so it is a good 
idea to keep the light paint thicker and 
constantly clean the brush. The same is 
valid for the shadow colours: the brush 
might pick up the colour used for the 
light, losing power and depth and 
becoming more 'cloudy'. lEi 



A FINISHED PAINTING 

The Butterfly, oil on canvas, 3514X41 14in (90X1 05cm). 

Lastly I added the butterfly and the shadow on the guy's T-shirt when the background was 
already dry so that if I decided to get rid of them or change their position, I would be able to 
wipe them off and not spoil the underneath painting 




Michele Del Campo 
was born in Italy and now lives and 
works In London. He has a degree In 
fine art from the Universidad 
Complutense of Madrid and a 
degree in Illustration and 
printmaking from the University of 
Dundee. Michele has had solo 
exhibitions in Italy, Spain, UK, 
Switzerland and Peru, and group 
exhibitions around Europe, US and 
Asia, and has won many art prizes. 
Including the €35,000 Premio BMW 
Award, given by Queen Sofia of 
Spain. 
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Liquitex 

intermixability 



Haidee-Jo Summers 

discovers that there's 
a lot more to Liquitex 
than just the artists' 
quality acrylics she 
knows so well 



M y interest was piqued when I 
heard reference to Liquitex 
'intermixability' and discovered 
that there is a lot more to Liquitex than 
the artists' quality acrylic paints that I 
already knew about. They have developed 
paint marker pens, acrylic inks and acrylic 
paints in spray cans as well as both soft 
and heavy body acrylic colours. What's 
more, they advise that ail these products 



can be mixed and used together with 
great effect. I couldn't wait to experiment! 

Liquitex spray paints 

My first surprise was how much I enjoyed 
using the spray paints. There wasn't any 
strong odour, because they are actually a 
water-based fluid acrylic paint in a spray 
can. With 100 colours in the range I'm 
keen to try more. It would be great to 



layer colours and thicknesses of paint 
using the cans and the colour dries 
quickly as you'd expect with acrylic-based 
paint. I'm going to try some of the neutral 
colours as a way of getting a base colour 
for painting in oils or acrylics on top as I 
like both the method of application and 
the rough textured finish created by the 
tiny dry spots of paint. I love the way the 
spray can colours correspond exactly to 




A STAGE ONE 

I cut out fish shapes to use as stencils and sprayed them with 
turquoise spray paint, rearranging some as I went along so that 
certain fish shapes were left white and others were darkened with the 
turquoise. I then rearranged some of the fish and sprayed again and 
could already see the effect of depth being created, with some fish 
nearer the surface and others deeper. Here you can see the effect after 
the stencils were removed after spraying 





A STAGE TWO 

Next I applied colours to the fish with the paint markers, before 
moving on to using the inks, using Prussian blue hue neat from the 
bottle applied with a paintbrush to make some darker swirls in the 
water. After using Prussian blue acrylic ink neat with a brush, I then 
mixed Prussian blue hue with raw umber and plenty of water to make 
a transparent greenish glaze which I applied over much of the water 
area, and thinned this down with water a little more to soften the 
remaining hard edges and white areas of paper. Using raw umber and 
Prussian blue ink diluted with water I washed over much of the water 
area, and diluted this even more to soften the stark white areas. I used 
soft body paint in transparent mixing white and cerulean blue hue to 
add the lighter reflections in the water 



^ STAGE THREE 

I used cerulean blue and transparent white soft body acrylics for the 
light reflections in the water. I then used a little titanium white neat 
from the tube for the highlights and bubbles. I mixed white with 
cerulean blue hue and cadmium orange to make a grey for some areas 
in the water and on the fish. Finally I used heavy body paint in 
cadmium yellow medium hue, cadmium red medium and deep violet 
to finish off the colours of the fish 
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A FINISHED PAINTING 

Goldfish, Liquitex marker pens, acrylic inks and 
soft and heavy body acrylic paints on 
Bockingford 300gsm, 10xi4in (25.5X 35.5cm) 

the traditional paint colours; indeed the 
colours are designed to be perfectly 
consistent matches across all the Liquitex 
ranges. 

For the demonstration painting shown 
here I used a sheet of Bockingford 
SOOgsm watercolour paper. I cut out the 
goldfish shapes from stiff paper and 
arranged them on the white surface, 
trying to get a natural and overlapping 
look. After covering the floor and nearby 
surfaces I sprayed with the turquoise 
spray paint. I rearranged the pieces of 
paper as I went along so that some fish 
shapes were left as white paper and 
others darkened with the turquoise spray, 
which began to suggest depth, with some 
fish being nearer the surface than others. 

Liquitex paint marker pens 

I then started to use the paint markers, 
which are absolutely gorgeous. I have a 
wide range of pens, marker pens and 
watercolour pens but I haven't used 
anything like this before. The paint marker 
pens come in nib sizes 2mm (fine) and 
1 5mm (broad) and again they are 
professional quality acrylic paint but in an 
easy-to-use pen format. They are ideal for 
sketching out a composition before 
starting a painting, or for adding smaller 
details and fine lines at a later stage In the 
painting, and can be applied to multiple 



surfaces. The flow of paint is akin to paint 
rather than a pen, except that unlike paint 
on a brush it goes on and on - you don't 
have to keep dipping back Into the 
palette for a refill. I especially liked the 
large sized pens which can be used to get 
a fine line as well as a joyful swathe of 
colour in one go, thanks to the chisel- 
shaped nib and pump valve system. The 
50 colours makes a pretty good range to 
choose from. 

I used the paint markers In quinacridone 
crimson, fluorescent orange and 
fluorescent red, directly on top of the 
spray paint to add some bright colours to 
the fish. The roughness of the dry spray 
paint didn't hinder the application of the 
pens at all. They will be fantastic to use in 
a sketchbook as they don't bleed through 
cartridge paper but sit on top of the 
surface and dry quickly, and I'm happy to 
find that the pens come in more neutral 
and earth colours as well as the usual 
high chroma, fluorescent and metallic 
colours. 

Liquitex inks 

I moved on to inks next, using Prussian 
blue hue neat from the bottle, applied 
with a paintbrush to make some darker 
swirls in the water. I then mixed Prussian 
blue hue with raw umber ink and plenty 
of water to make a transparent greenish 
glaze which I applied over most of the 
water area, and I thinned this down with 
water a little more to soften the 
remaining hard-edged shapes and white 
areas of board. The inks come in 30 
lightfast colours, both opaque and 



transparent, and are fast drying and 
permanent. 

Liquitex acrylic paints 

I reached for the creamy soft body acrylic 
paints next, mixing transparent mixing 
white and cerulean blue hue to add 
lighter reflections in the water. The soft 
body acrylics are fluid and smooth and 
work well if you need large flat areas of 
colour or fine detail. 

I then applied a little titanium white 
from the heavy body range neat from the 
tube with a smaller brush for highlights 
and bubbles and mixed white with 
cerulean blue hue and cadmium orange 
to make a grey for some smaller areas of 
the water and fish. Finally I used heavy 
body paint in cadmium yellow medium 
hue, cadmium red medium and deep 
violet for the remaining colours on the 
fish. The heavy body paints come in a 
thick, creamy consistency which retains 
brush and palette knife marks, making 
them Ideal for impasto techniques. There 
are 100 colours in the range, which have 
an increased open-working time before 
drying, and a satin finish when dry. 

This experimental demonstration 
painting has really opened my eyes to 
what using acrylics can involve. If you like 
experimenting with mixed media, 
sketchbook or large-scale mural work or 
Just want to shake up your methods a bit 
I'd recommend exploring the Liquitex 
range. IQ 

For more information about Liquitex 
products visit www.liquitex.com 
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T he name watercolour suggests a 
free-flowing transparent medium 
and the picture glowing with 
beautiful, transparent, unsullied 
washes. In purist traditional watercolour 
the untouched paper is retained for any 
white areas. The paper can be reserved 
by protecting the surface with masking 
fluid or any similar resist, or by 
planning ahead and negatively working 
around areas to be left unpainted. So 
theoretically there is no need for the 
use of white gouache or similar opaque 
mediums. But, of course, it is never that 
simple! 

The inclusion of white gouache with 
traditional watercolour painting can add 
to the effects produced, although there 
are many wonderful watercolour 
painters who would never feel the need 




A Figure la 

Cerulean blue and cadmium orange 
amalgamated together without any 
body colour 



Enhance your 
watercolours 

How do you use white gouache and chalky 
pignnents to best effect in traditional watercolours? 
Judi Whitton has the answers 



to incorporate this opaque medium in 
their work. 

Opaque watercolour 

Opaque watercolour has been in use 
for a long time but in its modern form 
watercolour with white added is known 
as gouache. Gouache can be thought of 
as an opaque watercolour. Like 
watercolour it is made of pigment 
suspended in a binder (usually gum 
arabic) but unlike the usual watercolour 
paints the colouring agent is white 
pigment and often chalk is added to 
increase the opacity. Some 
watercolours such as Naples yellow, 
jaune brilliant No 1 and 2 (Holbein) 
and Naples yellow reddish (Maimeri 
Blu) also contain some opaque material 
(titanium oxide or zinc oxide) and these 







A Figure 1 b 

Cerulean blue and cadmium orange 
with the addition of a very small amount 
of white gouache 



can all be grouped together under the 
general term 'body colour'. 

The way an opaque medium might 
be used in combination with 
transparent watercolours can be 
divided into two main techniques. 
Firstly you can mix the opaque colour 
with your normal paints to create 
exciting dense pastel-like colours. 
Secondly you can apply the neat white 
paint over the top of the painting, 
either in dense dabs or laid as watery 
washes, to lighten a previously toned 
area. An application of white gouache 
over an error can enable you, to some 
extent, to ‘correct’ your work. 

Lightening colours 

In traditional watercolour painting the 
normal way of lightening a colour is to 
dilute with water. In Figure la (far left) 
you can see two swatches where 
cerulean blue and cadmium orange 
have been amalgamated wet against 
wet, allowing the colours to mingle on 
the paper thus maintaining the 
freshness and transparency and the 
white of the paper to show through. 
One sample is lighter than the other as 
more water was involved. As soon as a 
tiny amount of white gouache is added 
(see Figure lb, left) the look changes 
and the colours become dulled. 
However, all is not lost as you can see 
in Figure Ic (right) that combining 
these three pigments together in 
different proportions produces a useful 
range of muted greys. 

Touches of opaque white infused 
with neat paint from your palette 
(Figure Id, right) will give dense dabs 
of colour which can add drama and 
excitement to the picture. Cezanne 
liked to add body colour to his paints 
in the foreground in order to pick out 
the colours more assertively, but it is a 
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A Pink Roses with Antique Lace Cloth, 
watercolour with body colour on self-tinted 
Schut Noblesse 1401b, 13X14in (33 X 36cm). 
Here white gouache has been incorporated 
with the neat watercolour pigments to 
denote the pink blooms and to enhance the 
leaves. The paper support was tinted 
beforehand with a warm grey wash and 
introducing body colour at a later stage gave 
a lift to the finished appearance of the 
picture. White gouache was also involved in 
the depiction of the lace cloth. In this area 
other more opaque watercolours, including 
Naples yellow and jaune brilliant No 1 
(Holbein), were also used 



A Figure 1c 

White gouache mixed with 
various proportions of 
cerulean blue and cadmium 
orange 

► Figure Id 

White gouache mixed with a 
selection of neat colours 
from the palette 
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Daler-Rowney 
permanent white 
Designer Gouache 



Winsor & Newton 
zinc white Designer 

White gouache Naples yellow reddish Gouache 

(MaimeriBlu) 

Pelikan white 
Concentrated 
Designers' Gouache 



Jaune brilliant No 1 Winsor & Newton 

Naples yellow (Holbein) Chinese white 

(Winsor & Newton) 

Winsor & Newton 
titanium white 



Winsor & Newton 
Naples yellow extra permanent white 

Jaune brilliant No 2 (Old Holland) Designer Gouache 

(Holbein) 



A Figure 2 

A variety of chalky style watercolours applied in neat form onto tinted paper 



▲ Figure 3 

White gouache from various manufacturers on tinted 
paper. The right-hand column shows three layers 



technique to be used with restraint. In 
Figure 2 (above) you can see a 
selection of these opaque-style 
watercolour paints on tinted paper. 

Some artists feel that white gouache 
comes into its own when used on a 
tinted or toned paper. Indeed Turner, 
who had been very cautious about 
incorporating a body colour in his 
earlier watercolours, began to use It 
extensively when he started using blue 
and grey papers for the support. 

There are many different types of 
white gouache available on the market 



today and Figure 3 (above right) shows 
a small selection on a toned 
watercolour paper. The first column 
shows one layer of paint and the 
column on the right shows the result of 
overpainting with three layers allowing 
each one to dry in between. You can 
see that the various products have 
different covering power and in my 
non-scientific chart the Concentrated 
Designers Gouache by Pelikan appears 
to have good opacity whilst Chinese 
white is more subtle. 

V/ellfiead, Campiello del Remer, Venice 



(below) shows a more restrained 
application of white gouache than in 
Pinfi Rosfs with Antique Lace Cloth (page 
4 1 ). The paper was a beautiful grey 
handmade paper by Two Rivers. Body 
colour was used to depict a few highlights, 
particularly on the wellhead and a little 
on the paving of this Venetian campo. It 
Is common practice for little touches of 
white gouache to be added to a 
watercolour at the end for highlights. 

Glazing techniques 

Applying glazes of body colour over a 
completed watercolour can add 
atmosphere and create distinctive 
effects. When I had completed M/sl 
Settling over San Giorgio Maggiore (above 
right) a watery wash of white gouache 
was painted across the sky to show a 
typical low lying mist which often hangs 
over the Venetian lagoon. 

Turner employed a considerable 
variety of techniques In his work but his 
watercolour The Blue Rigi, Sunrise looks 
very much as if a dilute wash of body 
colour was painted over the mountains 
at some stage to create the sense of a 
pearly mist. 

A word of caution however, if your 
opaque wash is unsuccessful it can be 
hard to rescue the watercolour as the 
original transparency and glow will be 
lost. It is possible, too, to reduce the 
intensity of an over-enthusiastic tonally 
strong passage in your painting using 

◄ Wellhead, Campiello del Remer, Venice, 
watercolour with white gouache on Two 
Rivers grey, 10%x14V4in (26 x 36cm) 
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A Mist Settling over San Giorgio Maggiore, watercolour with white gouache on Bockingford eggshell 1401b Not 5%X9V4in (14.5X23.5cm) 



an opaque medium. Several coats of 
white gouache can virtually obliterate 
an error in your watercolour but be 
cautious as when repainting over the 
body colour you may lift the white 
pigment and muddy your work. Use this 
method as a last resort as the corrected 
area will never look the same as other 
unadulterated parts of your picture. 

If you have ever bought a set of 
watercolour paints and discarded the 
Chinese white maybe this is time to 
see if you can find it and start a little 
experimentation. 

Many painters, such as Turner, Ruskin 
and Cezanne had no hesitation about 
using body colour in their watercolour 
paintings. An artist who excelled in his 
use of opaque paint is one of my 
favourite painters, Hercules Brabazon 
Brabazon. Look at some of his 
watercolours, which are full of 
atmosphere. 

The addition of body colour can 
provide a unique opportunity for 
enhancing your paintings. If, however, 
you embrace combining the dense 
effects with your transparent 
watercolours try to keep opaque parts 
to a minimum and do not be tempted 
to overdo it. But, remember, the 
unpainted paper will always give a 
crisper white than any tube of gouache. [Q 

]udi's new book Painting in Venice is due to 
be published soon. If you would like to be put 
on the wailing list please email 
judi@watercolour.co.uk. For news about the 
book see www.watercoIour.co.uk 



The pros of using body colour 

1 Body colour can be useful for odd 
highlights such as ropes securing 
mooring boats, seagulls against a 
blue sky, sunlight glinting off the 
top of a fence and so on. 

2 When mixed with a neat 
watercolour, overpainting with 
small colourful dense dabs can give 
a lift to a dark area or the 
foreground, particularly useful 
when working on toned paper. 

3 If you are trying to preserve the 
white paper by negatively painting 
around an area you may find it 
easier to use white gouache if the 
part in question is a complex shape. 

4 It can be possible to correct a 
mistake by overpainting with white 
gouache. 

5 Glazing with a dilute wash, towards 
the end of the painting, can be 
good for atmospheric effects such 
as early morning mist. 

6 Used thoughtfully Incorporating a 
small amount of white gouache in 
your work can give subtle effects 
which cannot otherwise be 
produced. 

The cons of using body colour 

1 Be careful not to contaminate your 
watercolours when using body 
colour. Just a tiny touch of gouache 



mixed with your paints will make 
them lose their transparent quality. 
Use a separate palette or keep the 
chalky pigment on a piece of scrap 
paper. 

2 Once dry gouache remains soluble 
In water, so adding pigment on top 
can be difficult and produce 
unwanted dulling of the colour. 

3 As a result of the above, any 'rescue' 
Involving white gouache may be 
disappointing. 

4 White gouache does not always 
produce a satisfactory result when 
mixed with some pigments and the 
colours quickly become muted. 

5 Adding white to a colour will 
always lighten the colour. If you 
need an opaque dark then the 
addition of gouache will be 
unsatisfactory. To create an opaque 
dark you can concentrate the 
pigment. 

6 When used for veiling effects, such 
as mist, It is hard to recover the 
watercolour if your opaque wash is 
unsuccessful. 

7 Be careful of clouded water. Change 
the water often. 

8 Do not use white gouache to water 
down colour. Use water. 

9 Using white gouache will never 
produce a crisper white than when 
the paper Is left unpainted. 



w\A/w.pai nters-on I ine.co.uk 



T^rartlSt October 2015 



43 




PRODUCT REPORT 




bravado 



Mary Herbert enjoys the 
connbination of working with 
Sennelier Extra Soft Pastels on 
La Carte Pastel Card and finds 
Le Pastelliste brushes ideal for 
softening and blending colours 

F or over a century, the name of French brand Sennelier 
has been synonymous with high-quality artists' soft 
pastels. Over time, they have developed pigments and 
expanded their collection In response to artists' demands, 
and Sennelier Extra Soft Pastels are now offered In an 
astonishing range of 525 shades. As well as being available 
individually, the pastels are sold In sets of varying quantities, 
of full and half sticks. For this report, I tried the Plein Air 
Landscape set of 80 half sticks, a superb selection of colours 
which is compact and neat enough to take out and about 
but so comprehensive that any outdoor artist would find it 
equally useful for flower garden, farmland, forestry or 
seascape as subject matter. 

The word 'pastel' derives from 'paste', which gives a clue to 
its manufacture process. Sennelier pastels are made from 
fine pigments, with mineral lighteners for tints, which are 
formed into a paste using a small amount of transparent 
binder, then shaped into sticks without compression and 
slowly, naturally, air dried. This process ensures their soft 
and creamy texture that applies easily with the merest 
touch to the paper. Sennelier Extra Soft Pastels are visibly 
porous and lightweight to handle, yet deliver rich, definite 
marks. 

Painting with pastels 

I have always thought of the process of creating my own 
pastel work as more like painting than drawing, so I 
especially enjoy the painterly and tactile way Sennelier Extra 
Soft Pastels behave. I find the pastels encourage me to work 
with far more expression and bravado than I'm used to, 
which has been a delightful discovery. The colours are clear 
and robust. Never looking chalky, they mix and layer 
beautifully together and I have found no fault with them at 
all - and I'm very particular about my materials! 

The choice of substrate on which to work with pastels has 
a profound effect on the scope of the medium. Applying 
pastel reasonably thickly demands a surface with some 
degree of tooth to which the pigment will cling. Ideally it 
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^ Enchanting Light, pastel, 20X1 4in 
(51X36cm). 

Starting with the dark ground of charcoal La 
Carte Pastel Card, I explored the luminosity of 
colour possible with Sennelier Extra Soft 
Pastels, employing a wide range of tones and 
colour temperatures. Colours remained clean 
and true without muddying, and thick 
impasto strokes adhered well to the board 



should be grained deeply enough to 
allow the build-up of multiple layers. I 
prefer the tooth to be without any 
obvious patterned texture so that the 
marks I make are not disturbed by what's 
supporting them. This Is where Sennelier 
La Carte Pastel Card comes In. A unique 
form of coated surface, it works in very 
happy harmony with the Extra Soft 
Pastels. 

The backing board of La Carte is a 
robust 330gsm pH neutral card, which 
stands up to the most vigorous Impasto 
application without tearing or creasing. 
Colours keep their vibrancy and do not 
dull as they can on some surfaces. The 
painting surface has the appearance of 
rough sandpaper, but Is surprisingly soft 
to the touch. This is because it's made 
from tiny crumbs of cork coloured with 
vegetable particles distributed evenly 
over the card. A note of caution: the glue 
that adheres the cork particles is not 
waterproof, so care must be taken not to 
splash anything wet on it. Should this 
happen, don't wipe or dab at it, simply 
leave the board flat to dry naturally and it 
should remain unaffected. 

The colours in which La Carte is 





'I have always thought of the 
process of creating my own 
pastel work as more like 
painting than drawing, so I 
especially enjoy the painterly 
and tactile way Sennelier 
Extra Soft Pastels behave' 



◄ Backward Glance, pastel, 15X1 Sin (39X46cm). 
Using a limited palette of three colours of Sennelier 
Extra Soft Pastels on sand coloured La Carte Pastel 
Card, I created a simple sketch, blending the pastels 
into the paper with the Le Pastelliste brushes 
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available are the loveliest selection of 
ground colours I have seen. There are four 
different sizes of pads available up to 
23)4x1 5^>iin (60x40cm), each containing 
six colours: antique white, sand, sienna, 
light blue grey, light grey and charcoal. 
The finish of all the colours has a freckled 
appearance, which makes a pleasant 
complement to pastel work, and the 
colours themselves are muted and 
naturalistic. 

As I experimented with the extra soft 



pastels and the La Carte paper, I found 
that the technique which suited me best 
was to work fat over lean by 
underpainting with a very thin layer of 
colour and building increasingly thick and 
more detailed strokes of pastel on top. 
Although La Carte appears to be quite 
rough initially. It's easy to paint very fine 
marks once there Is a build-up of pastel 
on the surface. To achieve the lean base 
layer, I used Sennelier Le Pastelliste 
brushes, which are soft, neatly bevel- 



◄ September Shadows, pastel, 22 x 1 Sin 
(56X38cm). 

I really tested the layering abilities of La Carte 
Pastel Card with this painting, working up to 
some fine details and subtle colour mixing, 
and I wasn't disappointed with its 
performance. For this painting I used light 
blue grey La Carte 



ended brushes. They come In a set of 
three sizes: 4, 8 and 1 2. The flat, broad 
surface at the business end of the brush 
can be used to push the pastel very 
gently into the paper tooth, or to blend 
and spread the colour over the paper 
surface. The blade-like edge of the hairs 
can be used for very precise manipulation 
where fine detail Is wanted. 

Brush techniques 

As well as working with pastel already 
applied to the board, I used the brushes 
to pick up pigment directly from the 
pastel sticks and 'pounce' it onto the 
paper. This produces a thinner layer of 
pastel, which Is more economical as 
there's no pigment wasted. For large areas 
it would be time consuming to use this 
method, and working over pastel that has 
first been applied to paper would be 
more efficient. Once I started working on 
the fat applications of pastel, I found the 
brushes more useful for correcting 
mistakes by using them to knock pastel 
off the paper. There is plenty of potential 
to create work using only brushed pastel 
as a technique, or to combine it with line 
drawing, allowing the beautiful surface of 
the La Carte paper to form a major 
element of the picture area. I have been 
using my Le Pastelliste brushes a lot 
when doing charcoal work on smooth 
paper. They are wonderful for softening 
and blending drawings very delicately in 
this medium, and for 'painting' with 
ground-up loose charcoal to create areas 
of tone. 03 

For more information about Mary Herbert 
visit v\/ww.maryherbert.net Sennelier 
products are distributed in the UK by Global 
Art Supplies, visit www.globaiartsupplies 
.co.uk for more information and to find 
your nearest stockist 
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Le Pastdliste Brush Set 

RRP£Z95 

Our Price £6.95 

code: BTSI0559 



Landscape Selection 
code: TTS30PAL 



Urban Selection 
code: TTS30PAU 
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Seaside Selection 
code: TTS30PAS 



30 X half stick sets 

RRP £37.95 

Our Price £29.95 
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PASTELS A L’ECU 



Assorted Selection 
code: TTS30PAA 



Seitosit Sc&ittoti 



A Specially selected 
range of portrait 
colours by 
intematioJially 
aclaimed artist 
Ru ben Belloso 



24 X full sticks 

RRP £55.95 

Our Price £39.95 

code: TTS24RB 



020 7254 0077 
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Seeing through 

oM paint 

Water, especially clear water, can be a most 
inspiring subject to paint and the skills you 
learn will be useful for many other 
paintings. Tony Williams shows you how 
to paint surfaces seen below the water as 
well as the sparkling light on its surface 

DEMONSTRATION The Quay Steps at Appledore 



water with 




I chose this subject because it gave me the opportunity to 
describe both reflected sky and sun on the surface of the 
water as well as the fascinating effects of light on the steps 
beneath its surface 




◄ STAGE ONE 

Using a stretched canvas I scrubbed in varying 
mixes of related warm and cool colours: cerulean 
blue, cobalt violet, raw sienna, cobalt blue and 
burnt sienna so that I could begin to see the overall 
structure. It was important to be able to see where 
the steps were going, so I blended darker paint at 
the top left into a softly defining line to help me to 
see where to go. The strength of colour on the 
upper steps was increased, when compared with 
the reference, because the effect of later wet-into- 
wet painting would dilute the raw sienna. The 
dynamic elements of light and shade were 
established at this stage and the deeper tonal 
values in the water, when dried, would enable me 
to paint the lighter reflected sky colours over them. 
These dark values, made with cobalt blue, burnt 
sienna and terre verte, defined the reflected light 
and shadow 



MATERIALS 

• Brushes: 2in soft bristle; 
1 In soft bristle; Nos 24, 
20, 16, 10, 6 and 2 flat 
synthetics; size 8 round 
sable 

• Daler-Rowney 
Georgian oils: cobalt 
blue, cobalt violet, 
cerulean blue, raw 
sienna, burnt sienna, 
terre verte, rose 
madder, Naples yellow 
and titanium white 

• Turpentine 



KEY POINTS 

• Look carefully at the exact colour and how 
any shade will affect it. Dab your mix on to a 
piece of clear cellophane to identify a good 
match of colour against your reference. 

• If in doubt about the exact colour, turn the 
reference upside down to see the colour 
more clearly. 

• Make sure that brushstrokes defining 
reflections are in keeping with the surface 
swell that you have painted. 

• Start your small sunlight reflections softly 
with some blue before glazing ever lighter 
marks on top. 

• Try to find any bits of floating foam or 
flotsam on the surface to denote how the 
surface relates to the detail underneath. 



STAGE TWO ▼ 

While the paint was wet I drew some linear features into the composition. The handrail 
gave a contrasting compositional angle and the diminishing clarity of the clean 
hardness of stainless steel 
added further intrigue, leading 
the viewer into the picture. 

Using my cotton rag technique 
any alterations were easy to 
make at this stage by 
smudging in more dark paint. I 
then added a little extra 
definition to the form of the 
steps and their colour was built 
up with raw sienna and cobalt 
violet to give the opportunity 
of starting to form the pattern 
of dappled, dancing flashes of 
refracted and concentrated 
light on the upper steps, which 
is shown in stage 3 
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4 STAGE THREE 

The sparkles of light on the steps were added by wiping paint 
away quickly using a piece of clean cotton rag, then softening the 
edges with bright mixes of raw sienna and white paint, which were 
gradually blended to soften their edges. For the spangled light 
patterns I used cobalt violet, rose madder, cobalt blue, permanent 
magenta, raw sienna and titanium white. I also made the handrail 
straighter, and rendered it with blue, violet and white. 

A mix of cobalt blue, cerulean blue, terre verte and titanium 
white was used to model In the pattern of swell and ripple In the 
upper part of the canvas, using ever lighter mixes which were 
blended with a 2in brush while wet and allowed to dry between 
each further sequence of painting. I used alkyd titanium white 
paint in the mix to aid the drying. 

I allowed the paint to dry for several hours before scrubbing in 
more big areas with the 2in soft bristle brush a mix of cerulean 
blue, terre verte and titanium white. At this stage I was able to 
define the shadow and reflection of the quay wall by painting the 
light colours into the existing darks to reflect the wall onto the 
swell. These were then painted over with deeper mixes of cobalt 
violet, cobalt blue, terre verte and titanium white to begin 
describing the deep blue reflection of sky in the shade of the wall. 

I quickly put in some sun sparkles here to give me encouragement 



► FINISHED PAINTING 

The Quay Steps at Appledore, oil on canvas, 
19J<X23!4in (50X60cm). 

I find that it helps with a complex subject 
such as this to let the painting dry before 
finishing this last stage. 

The light dapples on the steps below the 
surface were further defined by rubbing 
lighter mixes of raw sienna, cobalt violet, rose 
madder and cobalt blue with titanium white, 
using a No 2 cat's tongue shape brush and 
then blending gently using an old but clean 
No 24 synthetic brush. The spots of reflected 
sunlight on the surface of the water had to 
conform with the surface swell and ripple. I 
find that the best way to render them is to 
start with dryish mixes of cobalt blue and 
titanium white using size 2 and size 4 
synthetic brushes and just grazing the mark 
onto the canvas. Gradually lighten the mix 
with more white and allow some drying to 
take place between each treatment. The final 
marks of sunlight include a touch of Naples 
yellow mixed with white. 

I decided to add a hint of light reflecting 
deeper down to the left, suggesting the 
surface many feet below. To achieve this I 
used raw sienna and titanium white mixed 
into the blues and greens on the palette and 
blended carefully; in this way I avoided the 
marks looking like surface reflection, which 
would have been more blue in colour. Other 
defining marks include the slight curve that 
catches the light randomly along the length 
of the wall on the right, made with mixes of 
deeper blues on the palette. There is also a 
hint of foam which looks grey violet (cobalt 
violet, terre verte and titanium white) 
catching tiny spots of bright sun and 
complying with the swirls of surface 
movement. Again I made more of this than 
there was In the reference, for the purpose of 
describing the waters' surface, thus giving 
distance and depth from the steps 





Tony Williams 

studied at Sutton Art School and is a 
member of the South West Academy 
of Fine Art. His paintings are held in 
many private collections in Europe 
and the USA. Tony runs painting 
courses at his studio and gallery in 
Kings Nympton, Devon. For details 
see www.tonywilliamsart.co.uk or 
telephone 01 769 581177 
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stocked by 
all good 
art shops! 



Pro Arte 
Brushes 

by artists 
srywhere 



Pro Arte's 
all round 
best seller 




“Wonderful vibrancy not 
experienced before" 

Victoria Parsons. SAA Professional Artist 



MaimeriBlu 
Artists' Watercolours 



Now available from the SAA 




SAA 



Hi HMH 



www.saa.co.uk l 

08009801123 ll 



PAINTERSONLINE 
and Cult Pens Competition 



PaintersOnlirie, the online home of 
Leisure Painter and The Artist magazines 
has teamed up with Cult Pens to offer you 
the chance to win one of ten sets of their 
brand-new KUM Memory Point brushes 
worth over £20{rrp). Winners can select the 
brush styles and sizes they prefer. 
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KUM Memory Point 
represents the new 
standard in synthetic 
brushes. Hand-made in 
Germany using the latest 
fibres, they have 

incredible shape-retaining properties, springing back 
to their originaf shape time and again. They are ideal 
for watercolour, ink, acrylic, gouache or oil. 

Cult Pens is the UK's leading online retailer for pens, 
pencils, refills and related accessories, celebrating ten 
years In business, with over 13,000 products in stock 
and more than 22,000 
5-star customer reviews. 

Visit www.cultpens.com 



if 
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ENTER NOW 

To win one often sets of Kum 

Memory Point brushes of your 
choice from Cult Pens visit: 

www.painters-online.co.uk 

the online home of 
Leisime Painter andf/zrartist 
magazines, and click on the links 
to competitions. Closing date 
for entries is November 10, 2015. 
Winners will be selected at 
random from all online entries. 

When completing your details please 
make sure you opt in to receive our 
great regular email newsletters so that 
we can keep you up to date with what's 
new at PaintersOnline, including the 
latest features. Images in the galleries, 
new competitions and other great offers. 
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Winston Oh says a good composition should have a 
distinct visual centre of focus and offers his advice on how to attract 

and retain viewers' attention 



W hilst the viewer is enjoying the 
various objects of interest 
arranged within the 

composition, the role of a focal point is 
to provide a visual magnet to draw his 
or her attention back from the 
periphery, and so preventing the eye 
from wandering out of the picture. A 
composition without a focus allows the 
viewer's eye to wander aimlessly 
through a picture and swiftly out of it. 

Finding the focus 

The conventional recommendation is 
that the visual centre of focus should 
be placed within the middle third of 
the picture, preferably at any of the 
four comers of that central rectangle. 
Avoid placing it right in the middle of 
the picture - a dead central focus is too 
obvious, makes the picture symmetrical 
and boring and fails to challenge the 
viewer, who will seek more excitement 
elsewhere. An off-centre focus creates 
visual tension, arouses curiosity of and 



engages the viewer. If the focal point is 
placed outside the middle third, you 
risk losing the viewer over the edge 
and out of the picture. 

There are different ways to create a 
visual centre of focus. You could use an 
existing object or feature within the 
middle third of the composition. Do not 
hesitate to use artistic licence to 
exaggerate or reposition objects. In 
Swinbrook Village (above) for example, 
there were several candidates for the 
focal point. The man cleaning his car 
was too central, but the pedestrian 
would be suitable, or the dark shrub. I 
chose the yellow sunlit tree because it 
was in a good position, and fortuitously 
contrasted against the dark slate roof; 
and also because I thought it balanced 
the composition best. 

In the event that there is nothing 
distinctive in the composition, then 
there is the option of placing or 
inventing a figure, or car for example, in 
an appropriate position, as the dark- 



A Swinbrook Village, watercolour 1 2 X 1 Sin 
(30.5X45.5cm). 

Here the choices for a visual centre of focus 
were the pedestrian, the man cleaning his car, 
the red post box, one of the two dark shrubs 
or the tree with yellow autumn leaves. The 
dark shrubs were dismissed because there is 
insufficient tonal contrast with their 
surroundings. Likewise the red post box. The 
man cleaning his car could have been 
highlighted by respraying the car white, and 
giving him a bright jumper, but they are too 
central, and the pedestrian in the foreground 
could draw attention away from the other 
features. The small tree with yellow autumn 
foliage was the best choice for two reasons; it 
was lit by the morning sun and contrasted 
perfectly with the dark slate roof behind it; it 
perfectly balanced the other prominent 
features in the composition, the pedestrian, 
and the man cleaning his car. It was more 
advantageous to have the car and the 
pedestrian lead the viewer into the picture 
towards the yellow tree in the middle 
distance 
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COMPOSITION 
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A Refuge in Frience, Switzerland, 
watercolour, 12X1 Sin (30.5 X 45.5cm). 

In the context of a snow scene, a figure or a 
skier would be the natural choice for the focal 
point. Having decided on a figure, I had to 
decide on its colour, size and optimum 
position in the composition. I chose black for 
maximum tonal contrast, taking care not to 
have too large a figure as it would dominate 
and unbalance the picture. If the figure were 
nearer the building by half the distance it 
would be too small for the composition, and 
would do nothing to balance the picture. Try 
imagining the figure two metres to the left, 
and you will appreciate that it will not sit as 
comfortably 



clad figure in Refuge in Frience, Switzerland 
and the white Dartmoor pony in Haytor 
Rock, Dartmoor. 

How to enhance the visibility 
of the focal point 

• Strong tone. This is a simple way, but 
not always suitable for landscapes. A 
good example would be to feature a 
figure in dark clothing, see Refuge in 
Frience, Switzerland (above) or a dark 
brown or black cow. Even a prominent 
cast shadow would do. Townscapes are 
much more likely to have features 
around the central area that may be 
accentuated by an enhanced tone. In 
Goats in Tavayanne, Switzerland (below), 





the dark interior of the shed would 
suffice, but the strong tonal contrast of 
the window is a bonus enhancement. 

• Distinctive colour. In a composition 
that has a narrow range of colour and 
tone, a spot of distinctive colour will 
stand out, as in Swinbrook Village, (page 
51). 

• Strong tonal contrast. This is the 
most versatile way of creating a visual 
focal point. The basic principle is to 
place a strong tone against an area of 
light tone, or conversely, a light spot 
against a dark area. The strongest 
contrast obviously results from placing 
black against white or vice-versa. An 
obvious example is the black coated 
lady against the snow in Refuge in Frience, 
Switzerland. In Cfticfiester Cathedral (right) 
the white striped post against a dark 
background is certainly an effective 
visual focus despite its small size. 

• Choice of objects. The visual centre 
could be a highlighted object or just 
part of an object. Objects commonly 
featured are: a figure (human, animal or 
vehicle), a tree or building (or a part of 

◄ Goats at Tavayanne, Switzerland, 
watercolour, 1 1 X 1 Sin (28 x 38cm) . 

These white goats made such an attractive 
composition, with their various postures and 
placements against the timber farm building. 
The challenge was to find something to serve 
as a visual centre of focus to bind the 
glaringly white goats together. Fortunately 
the door was ajar, and the interior dark. 
However, the three large plain segments in 
the left upper quadrant were unbalancing 
the composition and making me 
uncomfortable, so window panes were 
invented to narrow the focus to more 
manageable proportions. I think it worked 
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one). The white Dartmoor pony is so 
effective in Hay tor Rock, Darttnoor 
(above); and in Muddy Puddle, Dartmoor 
(below right) the sunlit pale rock works 
not only as the visual focus, but serves 
as a visual link between the puddle 
and the dry stone wall. 

In conclusion, you might like to squint 
at each of the illustrations in this article 
in order to appreciate better the role of 
the visual focal point. In each picture 
your attention should be drawn back 
naturally to the focus after looking 
around the composition. EQ 

► Chichester Cathedral, watercolour, 
llXlSin (28X38cm). 

This composition has many elements of 
interest distributed around the picture - the 
trees on either side with autumn colours and 
textures, the car and the figures, the 
foreground shadows on the road, the 
cathedral, of course, and finally the dark 
stone parapet by the figure. I decided that 
the traffic post with the white stripe was 
ideally situated to provide a visual anchor to 
link them all together even though it was 
small in size. If you squint at the painting, it 
becomes fairly obvious, owing to the strong 
tonal contrast. Note that it was actually in 
shadow, but artistic licence came into play 

► Muddy Puddle, Dartmoor, watercolour, 
llXlSin (28x38cm). 

This painting encapsulates so many of the 
unique features of Dartmoor National Park - 
the ubiquitous muddy puddle, dry stone wall, 
Dartmoor ponies, the gorse and distant 
rolling moorland. I chose this particular 
composition on account of the large granite 
stone which acted as a visual link between 
the puddle and the stone wall. It stood out 
because its flat surface caught the sun and 
became the obvious visual centre of focus 



◄ Haytor Rock, Dartmoor, watercolour 
12X18in (30.5X45.5cm). 

This iconic landmark on Dartmoor is 
not an easy subject to paint as it is 
surrounded by uniform bracken or 
heather and little else. This was 
overcome by a long view incorporating 
gorse bushes, a couple of rocks and a 
glimpse of the old granite quarry on 
the right and, of course, some 
Dartmoor ponies. The placement of the 
white pony was important; It was 
highlighted by the dark gorse bushes 
behind it, and note how it balances the 
dark ponies to its right, and the white 
rock on the far left 



Winston Oh 

teaches watercolour at Dedham Hall, Dedham, 
Essex. A past student of James Fletcher-Watson 
and John Yardley, Winston 
is an elected member of 
the Pure Watercolour 
Society and Is represented 
in the Singapore National 
Art Gallery collection. He 
has held solo exhibitions 
In the UK, Switzerland and 
Singapore, and taken part 
In mixed exhibitions in 
Sydney and London. 
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Under and over 

in watercolour 

Paul Riley explains how under washing and over washing can create 
light, atmosphere and contrast in your watercolour paintings 



W atercolour painting traditionally 
works on the basis of applying 
colour in light to dark tones on 
a white paper, leaving the white paper 
for highlights and light objects. However, 
there are occasions when the subject 
matter demands a different approach. 
This is where the under wash comes 
into play. 

The under wash 

The principal purpose of an under wash 
Is to establish atmosphere or to create 
a strong tonal background to white 
objects. To express a particular mood 
you need to choose a colour that best 
describes it, whatever your subject. 

As the term implies, the colour is laid 
as a wash. This can be done by first 



wetting the paper. Then, working from 
the top with the board slightly tilted, 
lay a series of horizontal overlapping 
strokes. Make sure you have enough 
pigment to cover the whole paper. You 
can vary the wash by having it lighter at 
the top or bottom by adding or 
reducing the colour with water. You can 
also vary the tone in patches, or from 
left to right by tilting the board at right 
angles to the intended image. 

Colours and tones 

The colour of the under wash will have 
a strong impact. I suggest blues, golds 
(mix permanent rose with raw sienna), 
greens and reds. The colours can be 
varied tonally or by adjusting the mix - 
for example a blue under wash I can 



suggest a mix of phthalo blue, cobalt 
violet, ultramarine and a touch of 
Payne's grey. For a misty grey blue to 
create a heavy atmosphere use 
ultramarine, Payne's grey and raw 
umber. Varying the colour content and 
the tones results in an exciting start to 
a painting. Whilst it is wet it is possible 
to wipe out colour to indicate emerging 
light. Use a soft damp sponge or wait 
until the paint is thoroughly dry. 
Staining pigments are best as they are 
not likely to move with subsequent 
painting. If using semi-opaque or 
precipitating pigments, use them very 
dilute, otherwise they will tend to stir 
into overlaying colours. It will be 
impossible to paint anything that is 
lighter than the under wash once it has 
been laid as any overlaying colours will 
be affected by it - you could produce 
mud. Therefore with the blue biased 
under wash use overlay colours that are 
adjacent to blue in the spectrum, for 
example violets, greys. If you need 
whites or unrelated colours, the answer 
Is to wipe out for them when laying the 
wash on, or use masking fluid. I cheat 
by using some discreet opaque 
pigment, such as designer's gouache. 

The over wash 

Like the under wash, the over wash can 
generate mood and atmosphere. Its 
main function Is to help tie the painting 
together. The underpainting must be 
bone dry and preferably on a good 
quality cotton rag paper. The over wash 
isn’t a dark tone, though do experiment. 

I recommend that the pigment is a 
transparent stain such as the 
quinacridones and phthalocyanines. 
One of the most important uses I have 
for the over wash is to create light. 
Paradoxically laying on a darker colour 
creates shadows, therefore indicating 
light areas in its absence. For 
particularly dramatic effects you can 
use masking tape to show shafts of 
light. This is very effective in marine 
painting and also where there is an 
abundance of trees and foliage. 




A Dartmoor Stream, watercolour on Saunders Waterford HP 1401b OOOgsm), 10’/^X14%in 
(26X36cm). 

It is slightly more difficult to lay over washes on a Hot Pressed surface as the paint can slip 
around somewhat. The over washing here is predominantly to the left and right of the image to 
create the feeling of light creeping through the trees. I have used mainly phthalo blue, very 
dilutely, laid with a soft flat sable 
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DEMONSTRATION Dusk, Girolamo, Venice 






-i 



▼ STAGE TWO 

I kept within the colour scheme by painting the detail in 
more reds and golds. To add further depth of tone I used 
burnt sienna and violet. With a colour scheme of this kind 
it is very easy to get mud so I kept the tones delicate, 
merely hinting at detail, with everything subservient to 
the quality of light I wanted 








A STAGE ONE 

I applied a gold under wash gold consisting of permanent 
rose, cadmium red, cadmium yellow, raw sienna and Naples 
yellow in keeping with the Italian theme. I reserved some 
white for the sun using masking tape. The disk was cut out 
using a compass cutter 





◄ FINISHED 
PAINTING 

Dusk, Girolamo, Venice, 
watercolour on Saunders 
Waterford Not 1401b 
OOOgsm), 12’/iX20in 
(32X51cm). 

I used the sun to project 
shadows, thereby adding to 
the atmosphere. For the 
edges of the shadows I 
used masking tape, which 
I applied once the 
underpainting was 
thoroughly dry. The washes 
were then laid using the 
same colours as used for 
the under wash. The 
masking tape was then 
removed and a little white 
over washing was used to 
generate more light and 
reflections 



Colours for over washes 

The most useful colour for over washing 
is phthalo blue but others are worth 
experimenting with. The trick is to keep 
to field colours - if the painting 
features reds and golds, use the 
adjacent colours, for example 
quinacridone reds (stains), arylide 
yellows (stains), raw sienna (non- 
precipitating). If you want stormy 
weather, rocks and undergrowth, etc, 
use ultramarine with Payne's grey. One 
very beautiful effect can be created 
with white paint. Use Chinese white. 



which is not particularly opaque or 
permanent white designer's gouache. 
This method can produce quite 
beautiful effects and is well worth 
experimenting with. 

Words of caution 

Float the colour on for both techniques, 
especially over washing. This applies to 
both the colour and the tone. If in 
doubt, practise over washing on an 
abandoned painting. Who knows, you 
may rescue it. I personally only use a 
cotton rag paper such as Saunders 
Waterford, as opposed to a wood pulp 



paper, especially if using masking, as 
there is the possibility of the paper 
delaminating. This happens easily, 
especially if the painting is even 
slightly damp. If you haven’t done over 
or under washing before, do give it a 
go. If you have, I hope the above has 
given you a few additional tips. G3 



Paul Riley runs short residential painting 
courses in all media from his home and studio 
in south Devon. For details telephone 01803 
722352, email e.lara@coomhefarmstudios.com, 
or see www.coombefarmstudios.com 
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Hahnemuhle 

PAPER MAKES THE DIFFERENCE 



Pastel paper from Hahnemuhle 
























Velour 260gsm 
PastellFixi70gsm 

Available in various sizes from your usual supplier 





< 



Scan here for a PastellFix 
demonstration 



HahnemOhle FineArt UK 
084S3 300129 

uksales@hshnemuehle.cQfn www.hahnemuehlexom 
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THE Heart OF Colour 



unning colour 
ptipturCrany moment. 

All handmade id the beautiful Northuj^^^nd ^untrysjde. 



www.unisoncolour.com 




FoiUiw m on Facebook to keep up lo 
date on all the latest product news. 
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Artists online: 4th of 4 



How to present your work digitally 



Dr Giles Brown 



Parker Harris spoke to a 
professional photographer 
and an art collector for 
sonne final advice on 
marketing your work 
successfully online 



ADVICE FROM PHOTOGRAPHER 
LAURA HODGSON 



T o conclude our series on artists' engagement with 
the online world, we spoke to professional 
photographer Laura Hodgson for advice on the 
various technical aspects of photographing your work to 
help achieve the best print reproduction and for the web 
(see panel, right). This is a particularly relevant issue for 
artists who enter competitions which require online 
image uploads, as well as for your own website image 
galleries. Photographing your work to a professional 
standard can also be a crucial factor in having your work 
selected by a judging panel, or making a sale. 

Online marketing 

We also asked art collector Dr Giles Brown about his 
experiences of building a collection of artists' work. His 
advice expands on the various aspects of online 
marketing covered in this series: 'The key to presenting 
your work online Is making sure you provide all the 
information a potential collector needs; medium, size of 
work, original/edition/multiple, framed or unframed, 
border/no border (for photography), signed (and If so 
where), date, how/where to buy etc. This knowledge is 
essential and reduces the number of steps between Initial 
engagement and a sale. There is a lot of art out there 
competing for attention, and you want to make it as 
smooth and positive an experience as possible for a 
potential buyer. 

'Archive your work online. Collectors like to see a body 
of work, and be able to position their potential purchase 
in the evolution of your practice. It also enables a 
collector to refer other potential buyers to your portfolio 
of work. In light of this, always include the date in the 
description of the work. If you present works which are 
not for sale, or have already been sold, make sure they are 
marked as such. Give a price, not POA. 

'If the work is sold unframed, how do you wish the work 
to be presented? This serves two purposes; first to ensure 
your works are presented and protected according to 
your aesthetic and artistic vision, and second to provide 
guidance to collectors new to buying. 

'Image quality, size and presentation is very important; 
provide thumbnails which are big enough to see, but 
allow enough on a page to avoid too much scrolling. 
Importantly, make sure the colour representation is 
accurate. Categorising works into themes/proJects/years 
is also good practice. In the same way collectors are 
encouraged to look, look and look, you should do the 
same in terms of other artists' websites; your research will 
aid you in establishing what works well and what doesn't.' 

'Check your website's compatibility with different 
devices and browsers. Tablets and smartphones are 
replacing laptops and desktops, and offer collectors the 
chance of viewing your work online on-the-go. 

'You need to tell people about your website and 
promote It. Have cards available so when you meet a 
potential buyer they go away with your website details. 
Don't be afraid to follow up an enquiry or meeting at an 
art fair/studio visit, and offer to send a collector new 
works as they become available. Make it easy to contact 
you/your gallerist and make sure you/they respond soon 
after receipt of a query.' IQ 



PH: Where and when should artists photograph their work? 

LH:The simplest solution is to photograph outside on a grey day 
so that there are no harsh shadows or shine, particularly If It is an 
oil painting. On the other hand. If you have suitable lights, the 
Ideal set-up Is Inside - with two lights at 45 degrees to the right 
and left of the work. This will give even light coverage. The larger 
the painting, the more powerful the light has to be. A small 
painting can be lit with a lower wattage. Photograph against white 
so that the image can be cut out If necessary, unless the artwork is 
very pale, in which case shoot against a colour that creates a clear 
edge. 

PH: What is the best method for photographing artwork? 

LH: As most digital cameras have some control I will assume a 
manual setting or some manual options. If possible: 

• Use a 50mm or if using a zoom lens set the lens to 50mm to 
avoid distortion. 

• Aperture of f8 or greater. 

• Keep the shutter speed over one sixtieth. You can go lower if 
using a tripod but at this speed you avoid camera shake. Do 
use a tripod if possible! 

• Use the slowest ISO settings available on the camera to get the 
sharpest possible image. 

• Use the grid setting for the screen to help line up the verticals. 

• Set the resolution to the highest possible. 

• Shoot RAW or TIFF files if possible as they store the maximum 
Information. 

• If you wish, copyright the image by adding a watermark in 
Photoshop. 

• It is very handy to have a spirit level (or a mini spirit level that 
fits into the hotshoe of the camera). Check the level of both 
the camera and the image. Photoshop does have a 
straightening perspective tool so you can correct later If you 
have to. 

• The minimum required resolution of Images for printing 
purposes is 300 dpi (dots per inch). Size the image by the 
horizontal and vertical dimensions required rather than by the 
pixel size. 

• The resolution of images for the web is 72 dpi. There is usually 
an 'optimize for web' setting which converts to RGB which is 
useful. 



Parker Harris are contemporary visual arts specialists, parkerharris.co.uk,’ 
telephone 0 1 372 462 1 90. 
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Order Line Number 



a TOWN HOUSE 

Ifilms 

We are delighted to announce the release of our 
latest DVD ‘Simplifying Line Wash and 
Watercolour with John Hoar’. 



Simplifying Line Wash and Watercolour 

With John Hoar 






01603 259441 

View trailers of more than 50 instructional DVD’s at: 

www.townhousefllms.co.uk 





PanPastel " Colours are 
professional artists' quality soft 
pastels, uniquely manufactured in a pan format, 
instead of a stick, so that they can be mixed & 
applied like paint. They were developed to offer 
artists new creative possibilities. 



PanPastel* 



PanPastel - a revolutionary now way to use colour - 
for painting, drawing & mixed media arL 

* Mixabie ^ all 86 colours can be mixed like paint, directly from 
the pan, for an infinite palette. 

* Apply large blocks of colour quickly - for under- paintings, 
washes St backgrounds. 

* Compatible with traditional pastel sticks. Artists' paints, 
conventional fixatives and art & craft surfaces (from low 
tooth to high tooth), making them ideal for mixed media. 

* Build up multiple layers - without overfilling the 
paper's "tooth" 

* Low dust - dust levels & breakage are significantly 
reduced. 

• Erasable - colours can be easily erased with any eraser. 

* Lightfast - made with highest quality artists' pigments, 
minimal binder & filler resulting In rich, ultra soft, low 

dust colours. 



filAiiiporsaiid 

Extraordir^ary surfaces for your art. 




□ ptemium 
art brands 




PanPastel* 



tel: +44 (0)1926 492213 • email: lnfo@premiumartbrands.com • web: vvww, premiumartbrands.com 
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L ittle of Ai Weiwei's work has been 
seen in the UK, yet he is one of the 
world's leading contemporary artists, 
and a dominant cultural figure of his 
generation, regularly displaying courage 
in placing himself at risk to affect social 
change through his art. This seminal 
exhibition at the RA is the first major 
consideration of this honorary Royal 
Academician's work from 1993 to the 
present. 

Observer and commentator 

This exhibition presents the explorations 
Into Chinese heritage and contemporary 
culture that he has focused on since 
returning to Beijing in 1993. It Includes 
both monumental and small succinct 
works In a variety of media and also some 
new installations that he has made 
especially for the exhibition. 

Using art as a tool for social criticism, AI 
Weiwei questions ways in which society 
functions, in terms of materialism, desire, 
power, authority, individualism and 
humanity. He Is an observer of and 
commentator on us all, and in particular 
he challenges conventions of value and 
authenticity in modern-day China. His 
questioning touches considerations such 
as our significance, the effects of our 
increasing desires, materialism and 
number on society, the environment and 
the future. 

Compelled by his social conscience, his 
artistic practice extends across many 
roles, as well as a fine artist, he has 
worked as a filmmaker and photographer, 
writer, publisher, curator, architect and 
blogger. Digging deep into Chinese 
heritage, he recycles historical materials, 
redolent with meaning, such as Han 
Dynasty vases, or wood from destroyed 
temples, amalgamating ancient and 
modern aesthetics In materials and 
craftsmanship. Public commissions, such 
as taking 1,001 Chinese citizens to the 
small German town of Kassel for 
Documenta 12 (Fairytale, 2007), or 
pouring hundreds of millions of 
handmade porcelain seeds into Tate 
Modern's Turbine Hall in 2010, are 
audacious gestures that command global 
attention, but his work is always 
interlaced with humour. 

Acute discernment 

All Ai's works arise from his astute 
observations of the world and are 
exquisitely designed and produced, many 
using traditional craft methods. Working 
in different contexts, scales and media, he 
transforms materials to convey his ideas, 
whether in wood, metal, marble, 
porcelain or jade. Some pieces take 
months to create and go through lengthy 
periods of experimentation. 



AI WEIWEI 



ATTHE ROYAL ACADEMY 



Awards and honours 

AI was born in Beijing, and attended the 
Beijing Film Academy. From 1981-93 he 
studied at the Parsons School of Design in 
New York. He has had major solo 
exhibitions in the US, UK, Taiwan and 
Germany. Among numerous accolades 
and honours, he won a lifetime 
achievement award from the Chinese 
Contemporary Art Awards In 2008 and 
the Vaclav Havel Prize for Creative Dissent 
from the Human Rights Foundation, New 
York in 2012. 

Ai's father Ai Qing (1910-96), one of 
China's most important modern poets, 
was detained for several years and then 
lived In exile because of his political and 
artistic ideas, until his full rehabilitation in 
1 979. Similarly, Ai's own outspoken 
writings on topics such as art, urbanism 
and politics have brought him unwanted 
attention from the state, and in 201 1 he 
was detained for 81 days by the Chinese 
authorities. 

After his return to China in 1993, Ai 
began to consider essential elements of 
Chinese culture while also reflecting the 
art and culture that had surrounded him 
in America. He claims that Marcel 
Duchamp (1887-1968) is 'the most, if not 
the only, influential figure' in his art 
practice. In some works, he addresses 
how the industrial world has made craft 
obsolete and irrelevant, and how China's 
Cultural Revolution has almost obliterated 
appreciation of the creativity of the past. 
Coloured Vases, 2009-10, features 
groupings of priceless Han Dynasty pots 
(from 200 BCE to 220 CE) that he collected 
and painted with bright coloured 
industrial paint. An expert in ancient 
Chinese ceramics, Ai makes a deliberately 
provocative political comment In this 
work. 

Remains and Straight 

Thought-provoking statements continue 
throughout the exhibition. Remains, 201 5, 
replicates in traditional Chinese porcelain, 
in perfect detail, some bones - believed 
to be human - that were recently 
excavated at the site of a labour camp 
that operated under Chairman Mao in the 
1950s. The installation Straight, 2008-12, 
is part of a larger work and relates to the 
Sichuan earthquake of 2008. Created from 
90 tonnes of bent and twisted steel rods 
used in the construction of reinforced 



Susie Hodge reports 




A Coloured Vases, 201 5, Neolithic vases 
(5000-3000BC) with industrial paint, 
dimensions variable. 

Since returning to China in 1993, Ai began 
collecting ancient ceramic vessels, grouping 
and classifying them by period and style. By 
painting the vases with modern, industrial 
paint, he continues to explore their value, 
and our perceptions of old and new in 
contemporary China 



concrete buildings, it is a monument to 
the victims of the devastating earthquake. 

Following in the Royal Academy's 
tradition of celebrating its Royal 
Academicians, this exhibition is packed 
with stimulating, provocative and 
inspirational art. AI has not been able to 
leave China since 201 1 when his passport 
was confiscated, but the exhibition has 
been developed In close collaboration 
with him. From his studio in Beijing, 
through video footage of the Royal 
Academy's galleries and architectural 
plans, he has virtually navigated the 
spaces, while the curators have also made 
regular visits to his studio. 

Tim Marlow, artistic director and co- 
curator of the exhibition says: 'Ai Weiwei's 
work has not been seen anywhere near as 
much as it should have been in the UK. 
This exhibition will begin to redress that 
balance and give an extensive new 
audience the chance to experience a 
creative phenomenon ... even before 
they've walked through the courtyard.' E23 

The Ai Weiwei exhibition is open from 
Saturday, September 19 to Sunday, 
December 132015, 10am to 6pm daily. Late 
night Fridays until 10pm. Admission is 
£17.60, concessions are available. 

Telephone 020 7300 8027; 
www.royalacademy.org.uk. 
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EXHIBITIONS 

GALLERY OPENING TIMES AND EXHIBITION DATES CAN VARY; IF IN DOUBT, PHONE TO AVOID DISAPPOINTMENT 



LONDON 

Bankside Gallery 

48 Hopton Street SET. 

®020 7928 7521 
National Original Print 
Exhibition; 

September 1 5 to 27. 
Watercolour Journeys; 

Royal Watercolour Society 
autumn exhibition, 

October 2 to 31. 

British Museum 

Great Russell Street WCl . 
®020 7930 027 
Drawing in silver and gold: 
Leonardo to Jasper Johns; 
until December 6. 

The Courtauld Gallery 

Somerset House. Strand WC2. 
® 020 7848 2526 
Bridget Riley: Learning from 
Seurat, 

September 1 7 to January 1 7. 

Curwen Gallery 

34 Windmill Street. 

® 020 7323 4700 
Yanko Tihov and Nadia 
Tsakova; paintings, 
September 3 to 30. 

Daiwa Foundation 

1 3/1 4 Cornwall Terrace NWl . 
®020 7486 4348 
Kouichi Tabata: Scape; 
September 1 7 to October 23. 

Dulwich Picture Gallery 

College Road SE21. 

® 020 8693 5254 
The Amazing World of 
M C Escher; 

October 1 4 to January 1 7. 

Fine Art Society 

148 New Bond Street Wl. 
®020 7629 5116 
David Inshaw: Recent 
Paintings; 

September 16 to October 1 . 

Flowers 

82 Kingsland Road E2. 

® 020 7920 7777 

Tom Hammick: Wall, Window, 

World; 

until October 10. 

Jerwood Space 

171 Union Street SEl. 

®020 7654 0179 
Jerwood Drawing Prize 
2015; 

September 16 to October 25. 

Leighton House 
Museum 

12 Holland Park RoadW12. 
®020 7602 3316 
The Craft of Drawing and 
Painting: Celebrating 



Tradition Today; 
until October 4. 

Mall Galleries 

The MallSWl. 

® 020 7930 6844 
Sunday Times Watercolour 
Competition; 

September 14 to 19. 

Royal Society of Marine 
Artists' Annual Exhibition; 
October 14 to 25. 

Menier Gallery 

51 Southwark Street SEl. 

® 0207 407 3222 
Society of Graphic Fine Art: 
Draw 15; annual exhibition, 
October 5 to 1 7. 

Messum's 

28 Cork Street Wl . 

® 020 7437 5545 

Lionel Bulmer and Margaret 

Green; 

September 16 to October 3. 

The National Gallery 

Trafalgar Square WC2. 

® 020 7747 2885 
Goya: The Portraits; 

October 7 to January 10. 

National Portrait 
Gallery 

St Martin's Place WC2. 



^020 7306 0055 
Giacometti: Pure Presence; 
October 9 to March 17. 

The Queen's Gallery 

Buckingham Palace. 

® 020 7766 7301 (tickets) 
Painting Paradise: The Art of 
the Garden; 
until October 11. 

Royal Academy of Arts 

Piccadilly Wl. 

®020 7300 8000 
At Weiwei; new site-specific 
pieces and works created 
since 1993, 

September 19 to December 13. 

Tate Britain 

MillbankSWI. 

® 020 7887 8888 
Barbara Hepworth: 

Sculpture for a Modern 
World; 

until October 25. 

Frank Auerbach; 

October 9 to March 1 7. 

Tate Modern 

Bankside SEl. 

® 020 7887 8888 
The EY Exhibition: The 
World Goes Pop; 

September 17 to January 24. 



REGIONS 



BATH 



Victoria Art Gallery 

Bridge Street. 

0*01225 477244 
Portraits and identity; 
until October 4. 

Kurt Jackson: Place 
October 1 to January 3. 



BIRMINGHAM 

Royal Birmingham 
Society of Artists 

4 Brook Street, St Paul's 
Square. 

O0121 236 4353 
Abstraction at the RBSA; 
how abstraction has evolved at 
the RBSA and in Birmingham 
since the mid-20th century, 
October 5 to 31. 



BRISTOL 



Royal West of England 
Academy 

Queen's Road, Clifton. 

O 0117 9735129 
163rd Annual Open 
Exhibition; 

October 4 to November 29. 



CAMBRIDGE 

Fitzwilliam Museum 

Trumpington Street. 

® 01 223 332900 
Ruskin's Turners; includes 
landscapes, vignettes and book 
illustrations, 
until October 4. 

CHICHESTER 

Pallant House Gallery 

9 North Pallant. 

S* 01 243 774557 
Sickert in Dieppe; 
until October 4. 



COLCHESTER 

Chappel Galleries 

15 Colchester Road. 

David Denby: Constructions 
and Projections; 

September 1 9 to October 1 1 . 



EXETER 



Royal Albert Memorial 
Museum & Art Gallery 

Queen Street. 

® 01 392 265858 

Alan Cotton: Contours in 
Colour; 

September 1 7 to November 1 . 



Mall 




A Bert Wright Richmond Bridge Boatyard, oil, 28X40I4in (71 X 1 02cm) at the Royal Society of Marine Artists' exhibition 
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St Stephen's Church 

High Street. 

South West Academy of Fine 
& Applied Arts; open selection 
exhibition, 

September 29 to October 3. 



GUILDFORD 

Watts Gallery 

Down Lane, Compton. 

® 01483 810235 

The Art Of Bedlam: Richard 

Dadd; 

until November 1. 



HASTINGS 

Jerwood Gallery 

Rock-a-Nore Road. 
TT01424 728377 
Lowry by the Sea; 
until November 1. 
Horizons; the Kettle's Yard 
Collection, 
until January 3. 



HENLEY-ON- 

THAMES 



Bohun Gallery 

15 Reading Road. 

® 01491 576228 
Louis Turpin: The Passion for 
Gardens Continues; 
until October 3. 



KENDAL 



Abbot Hall Art Gallery 

TT 01539 722464 

Taking Flight: St Ives in the 

1950s; 

until October 3. 

KINGSBRIDGE 

Harbour House Gallery 

The Promenade. 

TT 01 548 854708 
Synthesis: Paintings by 
Louise Bougourd; 

October 6 to 11. 



LEEDS 



Harewood House 

Harewood. 

^0113218 1010 
Henri Gaudier-Brzeska: Art 
Dance and Movement 
1911-15; in association with 
Kettle's Yard, 
until November 1 . 

LIVERPOOL 

Tate Liverpool 

Albert Dock. 

TP 0151 702 7400 
Jackson Pollock: Blind Spots; 
until October 18. 

Walker Art Gallery 

William Brown Street. 

®0151 4784199 
Reality: Modern and 
Contemporary British 
Painting; 

until November 29. 



LLANDUDNO 

Mostyn 

12 Stryd Vaughan Street. 
® 01492 879201 
Women's Art Society II; 
until November 1. 



MANCHESTER 

Colin Jellicoe Gallery 

82 Portland Street. 

®0161 236 2716 
Summer exhibition; gallery 
artists, with Louise Naimian, 
until October 3. 

The Whitworth 

University of Manchester. 

TP 0161 275 7450 
Portraits; works from the 
Whitworth collection, 
until November 22. 



MIDDLESBROUGH 

mima 

Centre Square. 

® 01642 931 232 
Using our Collection; 
until October 1 1 . 



NORWICH 

Sainsbury Centre for 
Visual Arts 

University of East Anglia. 

TP 01603 456060 
Magnificent Obsessions: 
The Artist as Collector; 
September 12 to January 24. 



OXFORD 

Christ Church Picture 
Gallery 

Canterbury Gate. 

TP 01865 276172 
Undisputed Masterpieces: 
General John Guise's 
Swans - Leonardo, 
Michelangelo, Titian; 
until October 5. 



PENZANCE 

Newlyn Art Gallery 

New Road, Newlyn. 

TP 01 736 363715 
Terry Frost; retrospective, 
October 10 to January 9. 

Penlee House Gallery & 
Museum 

Morab Road. 

® 01736 363625 
The Bigger Picture; diversity 
of artistic styles in Cornwall 
from the 1920s to '60s, with 
Terry Frost and Patrick Heron, 
September 1 2 to November 21 . 



PETWORTH 

Kevis House Gallery 

Lombard Street. 

S' 01 798 21 5007 
M J Forster: Open Country; 
watercolours of the South 
Downs, 

until October 24. 



ST IVES 



Tate St Ives 

Back Road West. 

TP 01 736 795579 
Images Move Out Onto 
Space; 

until September 27. 



SHEFFIELD 

Graves Gallery 

Surrey Street. 

® 01 14 278 2600 
Going Public: International 
Art Collectors in Sheffield; 
September 16 to December 
12 . 

Millennium Gallery 

Arundel Gate. 

TP 01 14 278 2600 
Steel City. City on the Move; 
Sheffield and Pittsburgh USA 
are explored by Jo Peel, 
until October 11. 



SHERBORNE 

Jerram Gallery 

Half Moon Street. 

® 01935 815261 
Marcus Hodge: Landscapes; 
October 3 to 21. 



STRATFORD-ON- 

AVON 



Compton Verney 

Wellesbourne. 

® 01 926 645500 
Periodic Tales: The Art of the 
Elements; contemporary and 
historic artworks and 
installations, 

October 3 to December 1 3. 



WORCESTER 

City Museum and 
Art Gallery 

Foregate Street. 

® 01905 616979 
Illustration Beats 
Explanation; 

September 12 to November 

21 . 

SCOTLAND 

EDINBURGH 

Scottish National 
Gallery 

The Mound. 

® 0131 624 6200 
The Olympian Gods: 
European prints of the 



Renaissance; 
until October 18. 

Scottish National 
Gallery of Modern Art 

75 Belford Road. 

TP 01 31 624 6200 
The Amazing World of MC 
Escher; 100 prints and 
drawings drawn from the 
collection of the 
Gemeentemuseum in 
The Hague, 
until September 27. 

Scottish National 
Portrait Gallery 

1 Queen Street. 

TP 01 31 624 6200 
Head to Head: Portrait 
Sculpture Ancient to Modern; 
until January 31. 



WALES 



CONWY 



Royal Cambrian 
Academy 

Crown Lane. 

® 01492 593413 
By Invitation; 
until October 3. 



ART SOCIETIES 



Alton Art Society 

Annual exhibition at the 
Assembly Rooms, from 
October 8 to 11. Tel: 01 420 
84526. www.altonart.org.uk. 

Biggleswade & 
District Art Society 

Autumn exhibition at Northill 
Village Hall, on October 1 7 
and 18. www.biggleswade- 
art-society.co.uk. 

Bournemouth Bay 
Art Group 

Autumn exhibition at Best 
Western Hotel Royal, from 
October 1 0 to 1 5. www. 
bournemouthbayart.co.uk. 

Broadlanders Art 
Club 

Annual exhibition at St 
Andrew's Chapter House, 
Gorleston-on-Sea, from 
October 23 to 25. 
www.broadlandersartclub.mo 
onfruit.co.uk. 

Caston Art Club 

Annual exhibition at Caston 
Village Hall, on October 10 
and 11. 

www.castonartclub.org.uk. 

Cromer & District Art 
Society 

Cromer Community Centre, 
from September 25 to 27. 

Tel: 01 263 576747. 



Dorking Group of 
Artists 

Annual exhibition at Denbies 
Wine Estate, Dorking, from 
October 2 to 4. Tel: 01 372 
375123. www.dga.org.uk. 

Easingwold & District 
Art Society 

Exhibition at Galtres Centre, on 
October 24 and 25. 
www.easingwoldartex.org. 

Ham Art Group 

Autumn exhibition at St 
Thomas Aquinas Church Hall. 
Ham, Richmond, on October 1 7 
and 18. 

Henley Art & Crafts 
Guild 

Autumn exhibition at the Old 
Fire Station Gallery, from 
October 16 to 20. 
www.henley-arts.org. 

Hepworth Art Club 

Annual exhibition at Hepworth 
Pavilion, near Bury St Edmunds, 
on October 10 and 11. 

Tel: 01359 251852. 

Market Harborough 
Art Club 

Exhibition in the Theatre, 
Church Square, on October 18 
and 19. Tel: 01 858 466456. 

Mid Beds Art Society 

Autumn exhibition at Maulden 
Village Hall, on October 3 and 
4. www.midbedsart.co.uk. 



Poole & East Dorset 
Art Society (PEDAS) 

A Han/est of Art exhibition at 
the Gallery Upstairs, Upton 
Country Park, Poole, from 
October 9 to 26. 
www.pedas.org.uk. 

Portgordon Art 
Group 

Exhibition at Portgordon 
Community Centre, on 
October 17 and 18. 

Tel: 01 542 850409. 

Pulteney Art Society 

Exhibition at St Michael's 
Church, Bath, from October 7 
to 10. Tel: 01 225 765322. 

Shefford Art Society 

Annual exhibition at the 
Community Hall, on 
September 26 and 27. 

Tel: 01234 327219. 

South Lafford Art 
Group 

Tenth biennial exhibition at 
Folkingham Village Hall, on 
October 17 and 18. 

Watford & Bushey 
Art Society 

Autumn exhibition at the intu 
shopping centre, Watford, 
from October 10 to 19. 
www.wbas.org. 

Worple Group 

Autumn exhibition at St 
Mark's Church, Wimbledon, 
on October 10. 

Tel: 0743 854 2800. 



To submit details of an exhibition for possible listing here, email Deborah 
Wanstall at deborah@tapc.co.uk or telephone 01 580 763673 
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Check out the latest competitions to enter 
and make a note of important deadlines 



OPPORTUNITIES 
& COMPETITIONS 



Sending-in days 

The Columbia Threadneedle 
Prize: Figurative Art Today 

Details: The Columbia Threadneedle 
Prize promotes excellence in 
representational art. Artists of any 
nationality, aged 1 8 or over on 
January 1, 2015, currently living or 
working in the UK or Europe may 
enter. Up to six works may be 
submitted, maximum size 94Min 
(240cm) in any dimension. Paintings, 
drawings, original prints, sculpture, 
mixed-media constructions, small- 
scale installations and reliefs are 
accepted. Artists are encouraged to 
submit fresh, Intriguing figurative or 
representational works that are strong 
and topical observations on, or 
interpretations of, the world around 
us. Works must have been completed 
after January 1,2014 and must not 
have been exhibited in any other prize 
competition, In the UK or elsewhere. 
Online submission in the first instance 
at www.registrationmallgalleries. 
org.uk. The exhibition is at the Mall 
Galleries, The Mall, London SWl from 
February 3 to 20. All works must be for 
sale, minimum price £300 or £1 20 for 
unframed prints. First prize, £20,000 
plus a solo exhibition in the 
Threadneedle Space at the Mall 
Galleries; five shortlisted artists will 
each receive £1,000; Visitor's Choice 
Award of £10,000. Many artists 
selected for the London exhibition will 
be invited to tour to Palazzo Strozzi, 
Florence, for a special four-week 
exhibition opening in June 2016. 

When: Submissions deadline, October 
16, 12 noon. Handing-in, November 
21, 10am to 5pm. 

Cost: £15 per work. 

Contact: For full terms and 
conditions, see 
www.mallgalleries.org.uk or 
columbiathreadneedleprize.com. 
(D020 7930 6844 

Oriel Davies biennial open 
exhibition 

Details: Competition open to 
professional artists and students 
currently training in visual art who are 
over the age of 1 7. There is no 
geographical restriction. A diverse 
interpretation of what painting is and 
might be is encouraged. Up to four 
new or recent works (made within the 
last year) may be submitted; send 
three digitised still or moving images 
per work as jpegs, on disc, with entry 



form, by email or post to Oriel Davies, 
see website for addresses. The 
exhibition Is at Oriel Davies Gallery, 
The Park, Newtown, Powys, Wales 
SYl 6 2NZ from April 1 6 to June 1 5. 
First prize, £1,000 plus a solo 
exhibition at Oriel Davies; Student 
Prize £500. Regional handing-in 
points. 

When: Submissions deadline, October 
9, midnight. Handing-in dates to be 
confirmed after selection. 

Cost: £25 for up to four works; £20 for 
students. 

Contact: Download full terms and 
conditions and entry form from: 
www.orieldavies.org. 

0)01686625041 

Royal Scottish Academy 
Open 

Details: Selected open exhibition of 
small and medium-sized works from 
across Scotland and beyond. 

Paintings, drawings, sculptures, prints, 
photographs, film and architecture 
may be submitted. A maximum of 
two works, no larger than 31 l^in 
(80cm) in any dimension, may be 
entered. Works must be original and 
not previously exhibited at the RSA. 
Online application process at 
www.regroyalscottishacademy.org. All 
work must be for sale. The exhibition 
is at the Royal Scottish Academy 
Lower Galleries, The Mound, 
Edinburgh EH2 2EL from November 
28 to February 14. Awards include 
RSA Guthrie Award for an outstanding 
painting by a Scottish artist under 35, 
medal and £750; RSA Maude Gemmell 
Hutchison Prize for the best painting 
or drawing of an animal(s), £600; RSA 
Open Exhibition Prize for an artist of 
any age working in any medium, 

£500. 

When: Application deadline, October 
18, 5pm. Handing-in, November 13 
and 14, 10am to 4.30pm. 

Cost: £1 0 per work or £1 8 for two 
works. Students £6 per work. 

Contact: Full terms and conditions 
from: www.royalscottishacademy.org. 
(3) 0131 225 6671. 

Royal Society of Miniature 
Painters, Sculptors and 
Gravers 

Details: Annual open exhibition of 
miniature art. Up to five miniatures, in 
any medium, of any material may be 
submitted, providing they are in 
keeping with miniature techniques. 
Objects that are the primary focus of 



the work must not be larger than 2in, 
that Is heads, animals, buildings, etc. 
For maximum sizes of overall frame or 
sculpture, see information sheets. All 
other works must be for sale, with the 
exception of human portraits, one of 
which may be submitted NFS. 

Entrants who do this must also send 
in one non-commissioned work, 
which must be for sale. The exhibition 
Is at the Mall Galleries, The Mall, 
London SWl from October 13 to 25. 
Prizes include the Prince of Wales 
Award for Outstanding Miniature 
Painting; the Gold Memorial Bowl for 
the best miniature in the exhibition 
(the artist receives a silver gilt replica 
worth £1,000); the Society's Award for 
the best set of five or more works, 
£500; People's Choice Award; plus 
many other prizes. 

When: Handing-in, October 4, 10am 
to 5pm. 

Cost: £1 5 for each work. 

Contact: Full information and 
download entry schedules from: 
www.royal-miniature-society.org.uk. 
Queries to Claire Hucker, Executive 
Secretary RMS, 89 Rosebery Road, 
Dursley, Gloucestershire GLl 1 4PU. 

(3) 01454 269268. 

The Book Illustration 
Competition 

Details: The Folio Society and House 
of Illustration competition to identify 
and cultivate the best illustration 
talent. Open to UK and overseas 
illustrators over the age of 18 and not 
previously published by The Folio 
Society, both student and 
professional. Participants are Invited 
to illustrate the popular modern 
classic War Horse by Michael 
Morpurgo. Entrants should submit 
three illustrations and one book 
binding for War Horse. Longlisted 
entries will be exhibited at House of 
Illustration, 2 Granary Square, King's 
Cross, London N1 from January 29 to 
March 6. The winner will receive a 
commission worth £5,000 to illustrate 
The Folio Society edition of War Horse. 
to be published Christmas 2016. Five 
runners-up will each receive £500. For 
full terms and conditions and how to 
enter, see 

www.houseofillustration.org.uk/ 
get_involved/the-book-i 1 1 ustration- 
competition. 

When: Entry deadline, January 18. 
Cost: £25; students £15. 

Contact: See House of Illustration 
website (details above). 

(3)0203696 2020. 

Peacock Open 201 5 

Details: Competition to create a new 
piece of work inspired by our planet, 
on the theme 'Planet Art.' Open to 
artists working in all media, 



photographers and writers living 
within a 1 5-mile radius of Poole 
town centre. Suggestions for 
subjects are: climate change, the 
beauty of the natural world, or what 
gift would you give to help our 
planet. Up to two 2D works and/or 
two 3D works, and/or two pieces of 
writing may be entered. Maximum 
size for 2D works 39!4in (100cm) in 
any dimension, including frame, 
unless otherwise agreed. Writings 
must be no more than one page of 
A4 and submitted by email. Selected 
works will be exhibited at the Gallery 
Upstairs, Upton Country Park, Poole, 
Dorset BHl 7 7BJ, from November 28 
to December 24. Cash prizes 
totalling £300 will be awarded. 

When: Handing-in of artwork, 
November 25, 9am to 2.30pm. 

Writing, November 14. 

Cost: £5 per 2D and 3D work; £2.50 
for each written piece. 

Contact: For full details, see Poole & 
East Dorset Art Society website: 
www.pedas.org.uk. 

Workshops 

Goya and the Spanish 
tradition 

Details: Half-day course at the 
National Gallery, Trafalgar Square, 
London WC2. Sian Walters examines 
Goya's paintings within the cultural, 
social and political context of his time. 
Goya's artistic legacy, including his 
influence on Spanish cultural identity 
around 1900 and his impact on artists 
such as Picasso, as well as writers and 
composers of the period is explored. 
Includes a performance by a classical 
guitarist. 

When: October 19, 10.30am to 
2.15pm. 

Cost: £40; concessions £35. 

Contact: Book online at 
www.nationalgallery.org.uk; general 
enquiries: 020 7747 2885. 

Drawing Ships and Boats 

Details: Join Geoff Hunt at the Mall 
Galleries Learning Centre to explore 
how to draw ships and boats. Topics 
include drawing from life, 
understanding structure, using plans 
and getting information from 
photographs. You will need to take 
your usual drawing materials and a 
straight edge. Easels will be available. 

When: October 16, 10.30am to 
4.30pm. 

Cost: £45; early booking Is advised. 

Contact: To book, contact Martin 
Swan: telephone 01983 530894, text 
07790 1791 76, or email 
swanmartin@hotmail.co.uk. Booking 
forms and full details available from 
www.rsma-web.co.uk. 



A much larger seteeSon of oppartmnties can be me¥tred 
oMMMifebs^irdiereyou will find a list ofworkshopSr 
tutors^ painting holidays and more, 

www.palntecs-online.co.uk 
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THE ARTIST'S DIRECTORY OE COURSES, MATERIALS & SERVICES 

To advertSse contact Anna-Marie Brown Telephone 01778 392048 Email: annamarieb@warnersgroup.co.uk 



ARTNET 



ART COURSES & HOLIDAYS 




DEVON/EXMOOR COURSES 

Painting Holidays 
and Short Breaks 

•"4 nal hoHtiay- sensitive tuition 

go&tf f^cUities, exc^item food'* ‘ 

AA4'" house; historic village T 
Wonderful locations Spacious slu die I 
Small groups, alt levels, individual attention 

Holiday dates Spring- Autumn 20 1 6 with Catherine Stott 

www.inspiredpaintmghoiidays.co.uk 01398 332094 





www.pQintefSK}nttne.co.iik 



Cornwall and Scarborough 

Personal attention, expert tuition 
and a pinch of humour from well 
renowned artist Tony Hogan. 

All abilities and all media welcome. 
Still available Cornwall 2015. 
Sept: 21/24 & Sept 28/ Oct 2. 
Plus weekend specials 



See web: www.Hoganart.Ge.uk 
Er adniin@hog3iiai1.co.uk 
T: Q1288 895088 M: 07888 852503 



ARNOLD LOWREY 

Painting weekends and holiday!^ 



Join Amofd Lowtey in ike 
Vaiencta district of Spain for the 
watercoioar holiday of a fifeiime. 

When you sicp off the plane absolutely 
everything is induded and the 
oecommixJatioii h second to none. 

Ue will take you to tern Ik painting 
sites and have a lot of fun making you 
belter ait Isis. 

So put away yom- credit 
cards and come... 

28 November 5 December 2015 
7 - 14 May 20 [6 
8-15 October 2016 

To learn more about AmoltTs 
work visil www.lowrey.co.ijk or 
email alowrey® freefone, co.uk 

To book contact Dalvaro Painting 
Holidayswww.daIvaro.co.uk 

Also Torquay weekends at the Tuorak 
32-25 April 2016 Watercoltuir 
37-30 May 20 to Acrylics 
Contact ; w ww 4 J h.co, u k 
T: 01803 460500 



The Old School Studio 

Old SdMJot iJW.WtiitttesW 
Caiiibndfle CBaz 4YS 

Wortting Stuftki offcriiig Dm & 



Tutnrs forZDIS: Mari^ANis.ViD ^aicrott, Slnkin Williams 
Souaf^a Frendi, John Glovsr, John Shave, & Sm WUIIaim 
Also etteOk-Dut the website tor our 291 6 progrBuime - tnok- 
inp now been taken! 

DrDp-irhand-Paintday eveiy Thmsday a Friday 



M set in s quirky Vk^tOfian Sohod wtn a nmzsQiiiiw iiw 

resdlrtg woftdrig sludlffi, sm ntiradive gavOw te 
Tfl tn»k a w 



01223 8330G4 likeusdnh^ 

vmw.theoldschoolstudlo.co.uk BJ 



Painting Holidays 
in South Wes? France 

In the heart of the mral 
Perigord-Limousin, we offer 
relaxing painting holidays with 
a house party atmosphere, 
good food & comfortable 
ensuite accommodation. 

w w w Jearn-at-lhi rondeUe.com 

0033 555 44 08 13 



Richard Holland 

Woii^shops ^ Connimissions -^Art Kolidays 
Easier painting holidays for 2016 
on the stunning Scilly Isles 

ConruTiissio-ns of your home or 
your favourite places 




Available for workshops & demonstrations 
at art clubs & shows. 

Oil & watercolour classes in Mansfield, 
Selston, & Tansiey nr Matlock & day 
workshops at In the Flow Art Shops In 
Matlock &. Ashbourne. 

Tel: 01629 583359 

Email: ricardo2244@yahoo.co.uk 
www.nch3rdhollandlandscapeartist.co.jk 



SUFFOLK, NR ALDEBURGH 

Sriape, Mins mere, secluded self-catering 
apts. Interesting area, excellent scenery 
Small apts sleep 2 - £55p/n, wk/end £1 SS, 
week £350. Larger apt ts 2 bedroom - 
2 people £60p/n, wk/end £1 70, week 
£390 or 3 for £75p/n, week £425 
Tel: 01 723 688306 



ST IVES SCHOOL 
OF PAINTING 

INSPIRATIONAL COURSES 
STUNNING LOCATION 

I 

schoofofpQtnting.co.uk g 

01736 797180 5 

2 

I O i StrCOUNCIL I 

ENGLAND d 




YA1SM MARKST HOTSU 
UUNSTER, TA 24 - 
PfltiAttkv.0 H-oUrfnys Un. 
B/moor NfltujtA^L Pflrie 

Fabulous location. Coast, 
countryside and picturesque 
villages. Daily one to one tuition by 
Lynda Appleby. 

Tel: 01643 821425 

WWW. yam maikethotel . co. uk 

email : hotel@ya mmarkelholel .co. uk 




Artists Painting 
Holiday 

3rd to 8th July 2016 




Tutors ind. Paul Riley Gerry Dudgeon & Betti n a Schroeder 



www.coofTibefarnnstudios.coni - 0 1 803 722 352 



www.painters-online.co.uk 
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ARTNE 



ART COURSES & HOLIDAYS 



paintncanvasholidays.co.uk 

PAINTING HOLIDAYS 

& 

STRUCTURED COURSES 

with Li nda H . Matthews 



NORFOLK 

SUFFOLK 

LONDON 

FRANCE 

MOROCCO 



Tradition at Alla Prima Techniques 
mainly Plain Air 
Oil, Watercolour Pastel, 
Acrylic, Drawing 





Qualified Tutor, Small Groups 
Unique Venues 
2016 dates available 




www*a rt'holiday s* coni 

painting with 
BETTINA SCHROEDER 

*"Wotiderful loceitions^ expert 
tnitioii and great cainpatt}i' 

ALGARVE •MOROCCO 
TUSCANY •SICILY 
DEVON • SCOTLAND 




0207 6090843 or 07960086104 
addfcivr 4 Calms Hous^^ LONDON, N79SA 

be Uina,schroeden^ vtrgiit.net 



THE ARTIST'S DIRECTORY OF COURSES, MATERIALS & SERVICES 




Art breaks in Exmoor 



Shorland Old Farm 

Wide range of courses for ail abilities 
1 7C farmhouse in beautifol location 
Light, well-equipped studio 
Good food, friendly atmosphere 
Non-painting partners welcome 



WWW . sho rh n d o I df arm ,co . u k 



m I 

Ready-made ' i 

grou ps also ^ 

welcome " I Imfl 



Call Sandy or Mark 0(598 763505 
Emai E enqu i rjes@shodando(dfanm. co,uk 



PaUiim^ Go44/t4e>i 

1-7 Day & Weekly Art Courses 
painting flowers, gardens, 
landscapes, watercolour 
or line & wash 

wff/j Jan Blanch in Norfolk 
Very good accommodation 
also painting holidays in Corfu 
For further details contact: 
Tel: 0149^ 393639 
or 07702 069300 
E-maif: janbtanchartist^gmail. com 
WWW. ja nblanch. co. uk 



Watershed 

Studio 

One and Two Day Courses 
witli many (xjpuiar tutors mdudlng 
lim Fisher, Soiaya Frencli, 
David Webb, Carole Massey, 
Maigaret Glass, Kay EJliott etc 

* Friendty rural studio 

* Good home cooking 

* Excellent local accommodation 
CaO Allison Bond for details: 

01255 820466 

anison@watersheds tudio. co.uk 

WWW, watershedstudio. co ,uk 

St Clere's Hall Lane, St Osyth, 
Clacton on Sea, Essex, COl6 8RX 



Crudivt 

getaways 



Small Friendly PaintTHg Holidays in 
Andatuda Spain and Kalkan Turkey 




♦ Exceptional tutoring with Anna Martin 

♦ Over 300 days of sunshine: holidays are all 
year round 

♦ Unspoilt beaches, pnetty fishing villages, 
ancient ruins, dramatic mountains 

♦ Luxury accommodation:, excellent local food 
and wine 

♦ All abilities 

♦ Non-painting partners welcome 



foe wfifW rdj^K 

Call 079B1 742450 



sue@creatfve-getaw3vs.com 

vifwwxreative-getawaVs^coii^ 



Award Winning 
lone o shire Artist 
a Tutor 



Tuition for oil abilities. 1 & 2 day 
workshops, short courses. 

Smoll class sizes ensure 
the best quality tuition in o 
welcoming atmosphere. 

E moil: |u tFei??Kcky o hick s ludio.co . uk 

MbblldrC74t228S322 

WWWj)dk:yGhiekstu'dJO:.GO;Uk' 



] 



Sue Ford’s 

Painting Holidays 

Cober Eilll, Scarborough Mixed Media, 
various dates 

G I enthrone. Grasmere, Cumbria, 
various dates 

Oelmonl Hotel, Scarlximugb. mixed media, 
Dec 11-15 and Jan 25-30 
Higham ilalL Cumbria, Acryl I c/paste L 
II -13 Nov. 

Devon, June 13 -35 
Parcevall Hall, Skipton. July 17-22 
Foreign holidays 2015 Spain {various 
dates), Algarve. France 
Full detaJk: www.aueford.co.uk 
Email; suefoi‘da]rtist@icloiid. co.uk 

Tel: 01642 712926 



Upcoming courses: 

14H 7 September Mixed Media Painting Course 
28 September -1 October Botanical Printmaking 

To book please cal 1 01 709 540 501 






To request a bnochuoe 
please call 0800 328 0465 or write to 
London Art College, PO Box 719, Lancaster, LAI 2VVT 
For a full list of our courses, please visit our website 

www.LondonArtCollege.co.uk 




I 










t: 01 348 840 1 77 Andrew and Maggie Brown 
e: info@indigobrown.GO.uk w: www.indigobrown.co.uk 



Fine Art Courses at Highbullen Hotels North Devon 

Higkhullen is proud to offer a series of fine aH courses with local 
artist Jon Lincoln Gordon, www. ionlincolngordon. com 

Jon Lincoln Gordon Is famed for his Exmoor and Dartmoor landscapes. Using the hotel and its 
sprawling 125 acre grounds as inspiration and The Mole Valley as a backdrop, students will have the 
opportunity to learn an array of fi ne a rt tech niques. 

Cou rses cover a range of media and tech niques from 
drawing and water colours for beginners, to a mixed 
media painting course and botanical printing. 

Take part in one of the upcoming courses at 
Highbullen and make the most of the superb light 
found in Devon at this time of year. 




painting holidays 



Where better to develop your poif}ting skills then in beoutifui Pembrokeshire 

« Professional tuition for all levels 
« 3 and 5-day ful I boa rd residentia I to u rses 

• Superb home coo ked cui sine 
« 4 Star en-suite accommodation 

• Small groups, large studio space 
■ non pa inti n g partn ers welcome 
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THE ARTIST'S DIRECTORY OF COURSES, MATERIALS & SERVICES 

To advertise contact Anna-Marie Brown Telephone 01778 392048 EmaiE: annamarieb@warnersgroLip.co.uk 



ARTNE1 



ART COURSES & HOLIDAYS 



ART MATERIALS 




Watercolour Painting Holiday 

A ufiique city based painting hoi may in Spain's 
capital of culture 

♦ Guided painting for all abilities ^ 

4 Small groups 1 

4 Savour the artistic heritage jdK 
4 Luxury accommodation j 

Cf 7 i/ Angela; . 

00 34 611 360 122 



www.ra-terraza-atico.com 




Se^^ionafsuffolk & UK 

Munificent Med iterranean 
Colourful Cuba & Caribbean 



Small group specials or one-to-one with days, breaks & holidays arranged 



Richard’s Art for Everuone 



mu 






Inspiring & experpenced Tutor 
Demos, tips & techniques * 
Fun, frieridly a affordable 



t: 0]/23 66 y/ZZ c: richardnichols^suffolkonline^net: 
w- ce lebrationarfc .co.uk Art- afloatxom 




STAITHES ART SCHOOL 21 



.DiSCCJVtR the JOY OF POINTING 
IN the ARTISTS' HAVEN OF STAITHEJ 

www^tarthesgallef y.co.ii k 
contact al@staithe^al lery.ca.uk 
01947 841&40 Qt 07972 012464 



Summers ttJtfHiivg at Stalthej ArtScMfll 2015 
(pliolo crwrtm of fiadvel' Wirdl 



M1SSEHDEN ABBEY 

ADUl L FARMING 



Missenden Abbey Adult Leorning provides o special 
combination of Inspirational art courses for all levels, expert 
tutors and a beauMful setting. 

With weekend and summer school courses and residential and 
non 'residential options, there is a course for everyone! 



Missenden Abbey, Greot Missenden. euckinghamshire HP16 OBD 

PHONE 01296 

OH VlSTTinkvonJiffftiibtHjy-al-ca.uk 






LIFE PAINTING 
AND DRAWING 

with Rachel Clark 

Highly recommended. 
Small classes. Week/weekend/ 
Saturday/private tuition. 

T: 07528 674 389/020 7987 8776 

www.rachelclark.com 



ART SHOPS 




To advertise please contact 
Anna-Marie Brown 
on 01778 392048 



Pegasus Art Supplies 

www.pegasusart.co.uk 



art matariats 
VISIT OUR ONLINE SHOP 

FREE CATALOGUE 

Tel: 01453 886560 
email: info@pegasusart.co.uk 

Griffin Mill, Stroud, GLS 2AZ 




PRINT SERVICES 



HERRING PRODUCTS 

Artists Watercolour Palettes and Easels 



Designed by Artists for Artists 




lightweight aluminium, can be 
adjusted to a variety of positions. 

Tray, bag and extensions available separately. 




Send for our art catalogue which indutes 
an extensive range of art products 



FRANK HERRING & SONS 

27 High West St. Dorchester. DTI 1UP 
01305 264449/01305 267017 
WWW, f f a n khe rri n ga n dso n s . com 
jnfo@frankhernngandsons com 




Quality Handmade Artists’ Brushes 

WHY the WORLD’S 
LEADING ARTISTS 
use our BRUSHES 



REQUEST 
A FREE 
CATALOGUE 
TODAY! 




www.painter5-online.co.uic 



FRAMING WEBSITE 



- Save money on framing 

- Complete or self-assembly 

- Plain wood or painted 

- Inlay frame s pedal 1st 

- Large, standard and bespoke sizes 


Websites for artists 
from £4.16/month 

Increase visibility 
Si sales plus sell from 
our online gallery 

Join us today — 
free trial 


Exdusive - St Ives/Nicholson style 
frames available on-line 


Call 014Z7 787318 or visit 
w w w.ashc raftf ram ing . co- u k/store 


artspan.co.uk 
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COLOUR 1 1th in a series of 13 



Ultramarine 

Robert Dutton explains how 
using the fabulous blue will 
help you to create depth and 
strength in your paintings 



U ltramarine is a deep blue colour 
made by grinding lapis lazuli into 
a powder. It was the finest and 
most expensive blue used by 
Renaissance painters and even more 
expensive than gold, as the pigment 
was imported into Europe at great 
expense during the 14th and 15th 
centuries by Italian traders. Only the 
wealthiest patrons to the arts could 
afford for their artists to use it. Many 
religious paintings of that time include 
ultramarine next to gold leaf, but only 
In limited areas, to bring greater 
emphasis to a figure such as the Virgin 
Mary. If you are ever lucky enough to 
see such paintings you will indeed see 
just how resonant these paintings 
actually are - particularly in areas 
painted predominantly with 
ultramarine blue. 

Mixes 

Ultramarine blue is my first choice for a 
blue In any medium. It is a warm blue 
in that it has a purple rather than a 
green bias, so will mix lovely purples. 



Storm at Sea, mixed 
media on board, 
20X20in (51X51cm). 
Lots of subtle glazes 
have been created in 
this painting to allow 
the pure white of the 
gesso background to 
radiate through all 
areas of the painting, 
giving the illusion of 
bright light. More 
opaque mixes of 
ultramarine blue with 
colours such as crimson 
and burnt umber have 
been used to help 
create the darks - vital 
to ensure a balanced 
contrast in different 
areas of the painting 



Dale-Rowney System 3 Acrylic ultramarine is 
semi-transparent and rated as permanent 




To increase the warmth of the purple 
bias select colours such as vermilion, 
cadmium scarlet and crimson, which 
will make gorgeous bright purples. 

Mixed with cadmium orange or burnt 
sienna, ultramarine creates a lovely 
range of warm brown greys. I love this 
combination and find it very useful for 
many clouds and skies. 

Ultramarine mixed with umber creates 
another set of greys. As with any colour, 
the addition of white - in my case 
permanent white as this is the main 
white in my palette - will create useful 
tints, as shown in the swatch above. 

French ultramarine 

The difference between ultramarine 
and French ultramarine is that French 
ultramarine is a synthetic alternative 




1. Ultramarine blue 

2. Ultramarine blue + burnt umber 

3. Ultramarine blue + burnt umber + white 

4. Ultramarine blue + crimson blend 

5. Ultramarine blue + crimson mix 

6. Ultramarine blue + crimson + white 

7. Ultramarine blue + burnt sienna 

8. Ultramarine blue + burnt sienna + white 

9. Ultramarine blue + burnt umber + burnt 
sienna + 10% white 

1 0. The above mix + more white 



and has a slightly warmer bias than the 
pure ultramarine. When French chemist 
lean Baptiste Guimet succeeded In 
creating the synthetic pigment in about 
1828. this made the colour far more 
accessible to a wider range of artists. To 
be honest, I only ever use French 
ultramarine as an alternative to 
pure ultramarine when ultramarine 
is not available. The two colours 
are quite close but do have subtle 
differences. 

You have to be mindful that 
French ultramarine is slightly 
warmer than ultramarine. I also 
find that ultramarine (especially 
artist-quality watercolours) 
granulates far better in my 
experience than the synthetic 
counterpart. As with all pigments I 
never use them straight from the 
tube. I like to mix any chosen 
colour with something else to 
keep the viewer guessing! [Q 



Robert Dm Rom is a professional artist and 
tutor. Please visit www.rdcreative 
.co.uk for details of all bis worbsfiops, 
art classes and residential art breaks. 
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TNF I 

LIVELIEST & BIGGEST 

ART MATERIALS SHOW! 





DATE FOR YOUR DIARY! 



Thurs 5 - Sun 8 
November 2015 

NEC, Birmingham 

Open 9.30am - 5.30pm (Sun 5pm) 



ALL THE LATEST SUPPLIES & INNOVATIONS FROM ALL THE LEADING ART SUPPLIERS 

FREE WORKSHOPS & DEMONSTRATIONS . TOP TIPS FROM ART GUILDS & SOCIETIES 
PRE-BOOKABLE WORKSHOPS ORGANISED BY LEISURE PAINTER & THE ARTIST MAGAZINES 

^ I 




Supported by 

Leisure Painter 



Adults £10.50 in advance, £12.50 on the door 
Seniors £9.50 in advance, £11.50 on the door 

Buy tickets on-line 

www.idifevents.co.uk 

Ticket Hotline 

01425 277988 



the 

STITCHING 

SEWING 

&HOBBYCRAFTS 

show 



_^rafts ^or 

Cnrlstmas 



s\ 



at the same venue, at the same time. 



£2 

OFF 



EACH ADULT AND 
SENIOR TICKET 
IF ORDERED BY 
MON 2 NOV 2015 



ICHF Events 









Pastel & Mixed Media 



Sandblasted Card by Canson, 350gsm 

Thanks to its micro-abrasive texture it performs beautifully 
with pastels, charcoal, pencils and acrylic. 

Available in pads and loose sheets in a diversity of colours. 

</ 

cnnson* 

Popiers dlnspimtion depuas I5S7 






of the best art 
courses and 
holidays in the UK 
k and abroad A 



Paul Brown paints en plein air in Venice • Keep a holiday journal with Amanda Cooper 










ffltROART 



Forprofessionalinstruction in pastels; acrylics, oils and watercolours 



'Isi llulufu'!/ ihi promLa 'joii wWi iJm 
bsdl pcimtULij iujlldaip '&■ ai'i mu'iisd 



A NEW VISION FOR PAINTING HOLIDAY VENUES 



QUESTTUTORS NCLUDE 



Charles Evans 



Trevor Waugh 



wrry Hermrrwn 



Sue Ford 



Sue Bradley 



Lcwey 



Les ffinow 



Arnold 



Afme Kerr 



Rohert Dutton 



DALVARO ART 



For more information about our holidays contact: toli Alvaro 
Email: loiialvaro@telefonlca.net or telephone: 0034 96 2217226 



[www.dalvaro.co.ukl 



Included in the price: 

- A \ rport transfers from Vaiencia and Alica nte ' 

‘ Th ree delicfou s meals a day with drinks 

- Tra nsport to and from locations 
; Reid easels, chairs/stools with sunshades, drawing boards and water contai ners 

- Art pack tontaining, paints, paper, viewfinder and drawing pencils 

■ Snacks and drinks throughout the day 

» Ai r conditioned accommodation a nd studio 

■ En-sulte room with tea/coffee making facilities, bath robes, slippers and hairdryers 

- Ground floor accommodation a vai bble 

■ Discounts for sharing partners, a pplies to pa Inters and non-painters 

• Non-pai nters are incfu ded in al3 mea Is, and welcome on all trips out and 
art demonstrations. 



If you are looking fora holiday with a differenee, that will leave you feeling rejuvenated, refreshed and ready to face the world with new artistic ideas, 

then a D'Alvaro Art painting holiday wil I be ideal for you. 
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Inspirational Art Courses & 
Holidavs 2015/16 is published by 
The Artists' Publishing Company Ltd,, 
63-65 High Street. Tenterden^ Kent 
TN30 6BD 
T 01580 763673 

Publisher Dr Sally Bulgin 

Editor Ingrid Lyon 

Designer Brenda Medley 

Subscriptions 01580 763315 

Advertising manager 
Anna-Marie Brown 
E anna marl e b@ wa rnersg rou p . go. uk 
T 01778 392048 




A Soraya French Greek Island, mixed 
media, 22x28in. (56x71cm). 

International artist, tutor and author. Soraya 
French works from her studio at the 
prestigious Project Workshops in Quarley. 
Hampshire* She combines a successful 
exhibiting career with teaching, and regularly 
writes articles for The Artist magazine* 

To find details of Soraya 's 2016 workshop 
dates and her painting holiday in the south of 
France, visit www.sorayafrench.com or 
telephone 07868 712971 



Inside this 
supplement 




4 50 of the best art 
courses and holidays 

Your guide to art courses and holidays 
available In the UK and abroad 

12 Ptein Air in Venice 

Follow oil painter. Paul Brown, as he 
paints fronn sunrise to sunset in the 
city of light 

19 Keep a visual 
travelogue 

What to pack and some of the 
experiences you might encounter in 
far-flung locations, by Amanda Cooper 



Visit www.pamters-onliriexo.uk the online home of Leisure Painter and The Artist magazines 




Tour date 1 - 12 November 2016 
Small group Holiday of a lifetime 



Wes ketch pai nt a nd d raw Ai i ^nquSr ies 

Kyoto and Osaka, the cultural wwvy.pai ntingholidaysxom.au 

heartland of Japan. Our artist takes ^len@painttngholldays,cqm.au 

us to hidden Zen gardens, temples, 

shrines, we ejcplore the preserved 

streets of the old city, see the geisha 

district, samurai, castles. Visit local artist Saori for "sumi" painting and artist Shigeru 
shows us his favourite tea plantation in the foothills in rural Japan. 



12 days from S5375USD (3500GBP) Includes accommodation and breakfast plus 
tour costs per the itinerary. Fully guided. Visit our website for details 

c6rJetty>BrAty 




le perchoir^ 
dcs paons 



Painting holidays in 
South West France 



Full board, tutored art holidays in a stunning location 
All abilities. All materials included. 

Now booking for 2016 - our 12th year 



Icl: 0033 (0)5 65 31 54 88 | Email: mikc.5usie@\\'anadoo.fr 
\v^\^v,leperehnirdespaoiis,eom 
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I Bettina Schroeder: 

Morocco - Algarve - Italy - UK 

In a variety of stunning locations, artist 
Bettina Schroeder shares a wealth of 
knowledge as she offers tips and 
professional secrets. Whether In the 
dunes of the Moroccan Desert, the 
coastal landscapes of Sicily, Portugal 
and Devon, or the breathtaking 
mountains of Tuscany and Scotland, the 
courses offer much more than just a 
beautiful landscape. 

E bettina.schroeder@virgin.net 
T 020 7609 0843 
M 07960 086104 
www.art-holidays.com 

2 The Grenville School of 
Painting 

'An enlightened combustion of practical 
advice and intellectual Inspiration.' Short 
courses in winter 2015 Include: 
Liberating Colour: Understanding how to 
see colour as an expression of emotion 
and Seeing Things Differently: 
Reinventing through the Mind's Eye. 

4 



Students say: 'Marvellous courses', 
'Hugo's courses never disappoint', 
'excellent atmosphere', and 'contemplative, 
in Intellectual and practical terms'. 

E hugo@hugogrenville.com 
T 07415 009 950 or 07747 758 595 
www.hugogrenville.com 

3 Painting holidays in 
France 

Relax and enjoy yourself In a friendly 
and informal atmosphere set in rolling 
hills and wooded valleys in the 
Limousin. Painting locations include 
chateaux, villages, markets, churches 
and lakes. Group size is limited to six 
with en-suite accommodation in a 
delightful converted barn and 
farmhouse. 

Contact Learn at L'Hirondelle 
T 0033 555 44 98 13 
www.learn-at-lhirondelle.com 

4 Staithes Art School 2016 

Painting weekends in a beautiful 
fishing village on the Yorkshire coast. 



Walk In the footsteps of Laura Knight 
and the famous Stalthes Group of 
Artists. It's hardly changed at all! 
Superb tutors, stunning location, 
fabulous food and great company. 

E al@staithesgallery.co.uk 
T 01947 841840 or 07972 012464 
www.staithesgallery.co.uk 

5 Painting in Italy 

Painting In Italy has been 
offering holidays for over 11 years in 
sublime locations, including Tuscany, 
Umbria, Florence, Venice and Lake 
Garda. It was included in The Sunday 
Times 'Top 100 Holidays for 2015'. The 
seven-day fully organised holiday 
includes airport transfers, 
accommodation, tuition, food, wine 
and excursions. The holiday is ideal for 
singles and friends/partners coming 
together, as other activities are 
available. 

E info@paintinginitaly.com 
T Freephone 08081 185729 
www.paintinginitaly.com 
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6 The Watermill at Posara 

For centuries artists have drawn 
their inspiration from the Tuscan 
landscape and you couldn't find a 
better place to improve your skills. 
Relaxing, inspiring and fun-filled 
painting courses with internationally 
renowned tutors will help you to release 
your talent and enjoy your painting. 
Watercolour, oils, pastels, acrylics and 
other media are covered. 

E info@watermill.net 
www.watermill.net 

7 Inspired Painting 
Holidays 

From spring to autumn, enjoy 
residential painting holidays with 
Catherine Stott. Wonderful Devon 
and Exmoor locations, a spacious 
studio and four-star accommodation 
are provided. Small groups and 
individual attention for ail levels and 
most media offered. 'Fabulous painting 
experience. The whole set up - painting, 
rooms, food, atmosphere - is brilliant.' 
VD, Carshalton. 

E info@catherinestott.co.uk 
T 01398 332094 or 07763 882955 
www.inspiredpaintingholidays.co.uk 

8 Callington School of Art 

Callington School of Art offers 
painters of all abilities the chance to 
develop and improve their techniques 
in any medium or try something new. 
'There is a studio to die for and Tessa 
Is a patient and knowledgeable tutor. 



Peter's cooking always attracts praise.' 

E info@callingtonartschool.com 
T 01579 383491 
www.callingtonartschool.com 

9 Arnold Lowrey: Spanish 
watercolour holiday 

Join Arnold Lowrey in the Valencia 
district of Spain for the watercolour 
holiday of a lifetime. Absolutely 
everything is included from the 
moment you step off the plane. 

'The accommodation and delicious 
home cooking Is second to none, and 
we will take you to terrific painting 
sites and have great fun making you 
a better artist.' Contact Dalvaro 
Painting Holidays (www.dalvaro.co.uk). 
Also Torquay watercolour and acrylic 
weekends at the Toorak Hotel 
(www.tlh.co.uk; 01803 400500). 

E alowrey@freezone.co.uk 
www.lowrey.co.uk 

Terry Harrison: one-day 
workshops 

Enjoy an entertaining and informative 
day painting watercolour step by step 
with Terry. All materials are provided, 
including the prepared drawings on 
watercolour paper. Friendly help is at 
hand to guide you throughout the day, 
helping you to succeed. All you need to 
bring with you Is your packed lunch and 
a sense of fun. 

E mail@terryharrison.com 
T 01451 820014 
www.terryharrisonart.com 



n Terry Harrison: online 
tutorials 

A new way of learning to paint. The 
wonder of the internet now means you 
can access Terry's newly filmed 
watercolour projects all in HD available 
24-7 so you choose when and where 
you paint. Learn to paint 'the easy way' 
by logging in for free tips or subscribe 
for a library of entire projects. 

E questions@paintwithterry.com 
www.paintwithterry.com 

Alpha Painting Holidays 

One of the UK's leading 
painting holiday companies provides all- 
inclusive residential holidays around the 
UK and the Algarve, paying great 
attention to every aspect of your 
holiday. 'All our tutors are amongst 
Britain's best. We thoroughly research 
all the holiday destinations. Including 
hotels and painting locations.' 

E joinus@alphapaintinghoiidays.com 
T 01934 733877 

www.alphapaintingholidays.com 
Julie Nash 

Award-winning Lancashire 
artist and tutor, Julie offers weekly 
classes, workshops, courses and 
individual tuition. Subjects include 
portraiture, pets, wildlife, equestrian, 
landscape and still life. All levels of 
tuition are available. Small class sizes 
ensure the best quality tuition in a 
welcoming homely atmosphere. 'I can't 
believe how much I've learnt In such a 










short time/ L. Howarth 

E juMe@lickychickstudio.co.uk 
T 07412 285322 
www.Hckychickstudio.co.uk 

H A Helen Campbell: 

JL I botanical painting 

Botanical art tuition, suitable for all 
levels. Learn how to paint vibrant 
flowers and fruit in watercolour from the 
gorgeous Saxon town of Winchcombe, in 
the heart of the Cotswolds, with 
outstanding views. One-to-one courses 
and workshops are available. 

T 07799 751066 
www.helencampbellart.co.uk 

Sue Ford 

Sue has just updated her 
website with full details of holidays for 
2015 and 2016. New this year: a 
successful walking with a sketchbook 
holiday in Spain. In 2016 she will be 
leading three long weekends, and has 
planned return trips to The Algarve, 
France and Spain. 

E suefordartist@icloud.com 
T 01642 712926 
www.sueford.co.uk 

Tony Hogan: Hogan Art 

Enjoy personal attention, 
expert tuition and a pinch of humour 
from renowned artist, Tony Hogan, who 
offers four or five days in Cornwall; all 
abilities and all media are welcome. 
Alternatively, try a weekend learning the 
secrets of Atelier Interactive Acrylics 
(paint supplied). Plus two courses in 
Scarborough In 2016. 
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E admin@hoganart.co.uk 
T 01208 895088 or 07888 852503 
www.hoganart.co.uk 

Art Safari 

Discover wildlife havens, 
wilderness locations, beautiful cities 
and local culture with the Art Safari 
team of dedicated tutors. Art Safari 
takes adventurous artists on 
inspirational painting holidays 
worldwide. Long-haul and short-haul 
destinations, UK art breaks and 
workshops. The 2016 schedule includes 
New York, Venice, Norway, Namibia, 
Zambia, Sri Lanka, Galapagos, Spain 
and Slovenia. ATOL 9916 
E info@artsafari.co.uk 
T 01394 382235 
www.artsafari.co.uk 

Rachel Clark: life 
drawing and painting 

All abilities are welcome on Rachel 
Clark's courses in her large East London 
studio. Students derive maximum 
benefit from their time with her. She 
gives supportive Individual tuition in 
small groups. See testimonials on her 
website. 

E rachel@rachelclark.com 
T 07528 674389 
www.rachelclark.com 

Open College of the Arts 

OCA offers an exciting range of 
fine art courses across the creative and 
visual arts, all building towards a degree 
If you choose to pursue one. The 
courses help you to become reflective 



artists with the skills necessary to 
develop a personal artistic vision. 

E enquiries@oca.ac.uk 
T 01226 730495 or 0800 731 2116 

Brambles Art Retreat 

Brambles Art Retreat was 
chosen by The Guardian Travel website 
as one of their top ten creative retreats. 
Join tutors, Janet Brady and Peter 
Davies on a painting holiday in the UK 
and abroad. Paint in Devon, Cornwall, 
Skye, Venice, Corfu, Marrakech and 
India in 2016. Relaxed, informative and 
creative tuition. 

E janet@bramblesartretreat.com 
T 01566 784359 
www.bramblesartretreat.com 

H La Terraza Atico: 
watercolour holiday, 
Barcelona 

Enjoy a tutored urban watercolour 
painting holiday in the heart of 
Barcelona. Artist, Paul Raymonde takes 
small groups to paint at beautiful 
locations in the city. Paul and his wife, 
Angela, comfortably accommodate 
guests in their apartment and help them 
to savour the wealth of culture and 
activities available in Barcelona. 

E info@la-terraza-atico.com 
T0034 611 360122 
www.la-terraza-atico.com 

Val Cansick Art 

Art tuition in small, friendly 
classes with enthusiastic, patient tutors 
who will Inspire you. If you love to paint 
or draw, but want to learn from scratch 
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or improve your skills, call Val to 
discover more about her fun courses in 
Cornwall and Hertfordshire. 

E art-vaicansick@hotmail.co.uk 
T 07544 343749 

Richard Holland 

Richard is a professional artist, 
working in oils and watercolour, based in 
the Derbyshire Dales where much of his 
inspiration comes from. He delivers 
workshops and demonstrations 
throughout the Midlands and runs 
weekly classes in north Nottinghamshire 
and the Derbyshire Dales. He also runs 
painting holidays to the Scilly Isles. 
Commissions welcome. 

E ricardo2244@yahoo.co.uk 
T 01629 583359 

www.richardhollandlandscapeartist. 

co.uk 

Painting and drawing 
week in Fez, Morocco 

Based in the beautifully restored 17th 
century Riad Dar Bensouda in the heart 
of the ancient medina, acclaimed artists, 
Colin Watson and Robert Lee-Wade, will 
give practical tuition throughout as well 
as illustrated talks with an emphasis on 
drawing and painting from observation. 

E studio@colinwatsonartist.com 
T 07867 973866 
www.colinwatsonartist.com 

Linda Matthews 

Small groups mean Individual 
tuition at unique venues, traditional alia 
prima techniques in most media. Linda's 
inspiration comes from wherever she 
finds herself. Leading structured courses 
and holidays in the UK, France and 
Morocco, Linda's aim is to share her 
knowledge, developing your confidence 
and style. 'If everyone produces the 
same painting, I have failed.' 

T 01692 639485 

www.paintncanvasholidays.co.uk 

Missenden Abbey Adult 
Learning 

Situated in the picturesque village of 
Great Missenden in a fold of the Chlltern 
Hills, Missenden Abbey Adult Learning 
offers artists and craft enthusiasts of all 
ages and abilities the opportunity to 
benefit from the unique and Inspiring 
environment, and the huge range of 
weekend and summer school courses 
offered. 

E adultlearningbucks@buckscc.gov.uk 
T 01296 383582 
www.missendenabbey-al.co.uk 

Yarn Market Hotel, 
Dunster, Exmoor 

A summer artists' course in the heart of 
the medieval village of Dunster in 
Exmoor. The course leader is Wiltshire- 
based artist, Lynda Appleby 



(www.lyndaappleby.co.uk), who Is 
experienced at teaching pupils of all 
abilities, working in their chosen 
medium. 'Come and enjoy the beautiful 
landscape, quaint villages and warm 
sandstone architecture.' 

E hotel@yarnmarkethotel.co.uk 
T 01643 821425 
www.yarnmarkethotel.co.uk 

Shorland Old Farm 

All-inclusive art breaks led by 
professional artists in a wide range of 
media for all abilities. Non-painting 
partners are always welcome. 
Accommodation Is In a 17th century 
farmhouse in an idyllic Exmoor location. 
Shorland also offers accommodation for 
art clubs and other groups, looking to 
tailor their own breaks. 

E enquiries@shorlandoldfarm.co.uk 
T 01598 763505 
www.shorlandoldfarm.co.uk 

Gorgiano Studios 

An Italian painting paradise, 
where personal tuition allows you to 
work at your own pace. 'Happy days - 
painting, laughing, laughing, laughing.' 
Val, UK. 'Your house is like a fairytale... 
the best food I've had in Italy.' Michelle, 
USA. 'Best holiday ever... I cannot wait 
to come back.' Kirsty, UK 
E gorgianostudios@yahoo.co.uk 
T 0039 328 9680796 
www.paintingholidaysitaiy.com 



Le Perchoir des Paons: 
painting holidays in SW 
France 

Susie and Mike offer full board, tutored 
painting holidays in the relaxed 
environment of their French farmhouse 
and studio In the beautiful Lot region of 
SW France. Their holidays are for artists 
of all levels, offering the use of most 
media Including charcoal, pastels, 
watercolour and acrylics (all provided). 

T 0033 565 31 54 88 
www.leperchoirdespaons.com 

OH Do your watercolours 
need improving? 

'At EPC Art Courses (Enjoy Painting 
Catalonia) you will find the best tutors 
painting in the best location with an 
impeccable stress-free organisation.' 
Painters from ail over the world keep 
coming back to paint with Castagnet, 

Liu Yi, Zbukvic and Taylor. Check the 
website and Youtube channel, EPC Art 
Courses. See for yourself. 

E angela@epc-artcourses.com 
T 0034 645 767 403 
www.epc-artcourses.com 

Luxury painting holidays 
at La Borie Grande, 

SW France 

Set in the inspiring landscapes of the 
Tarn, this tranquil country estate is just 
an hour's drive from Toulouse. Artists 
enjoy sumptuous dining, luxury en-suite 
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accommodation, gracious meeting 
rooms, extensive parkland gardens, 
tennis and swimming pool. Workshop 
facilities include a large fully-equipped 
studio in a converted stone barn. 

E admin@boriegrande.com 
T 0033 563 470574 
www.boriegrande.com 

The Old School Studio 

A Cambridgeshire-based art 
studio offering tutored painting, 
workshops, a drop-ln-and-paint club and 
open studios. Packed full of charm, the 
studio is a popular and friendly venue 
for artistically minded people. A 
dedicated team of artists offer a wide 
range of one and two-day tutored 
workshops, including life drawing, 
watercolour, pastels, mixed media, oils 
and much more. 

E info@theoldschoolstudio.co.uk 
T 01223 833064 
www.theoldschoolstudio.co.uk 

Highbullen Hotel Fine Art 
Courses 

Two and three-day residential art 
courses available, from drawing and 
watercolour for beginners, to mixed- 
media painting and botanical printing. 
Set in 125 acres, nestled in the Mole 
Valley, it's one of North Devon's leading 
hotels, offering luxury accommodation, 
three dining options, and a wealth of 
facilities, including tennis, golf, indoor 
and outdoor swimming pools, croquet, 
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fishing, shooting and a fully equipped 
gym and spa. 

T 01769 540561 
www.highbullen.co.uk 

Richard's Art for 
Everyone 

Friendly, fun and Informative with tips 
and techniques from a highly acclaimed 
artist, who enjoys working with all 
abilities to encourage development 
of individual drawing and painting 
styles in small group one-day, short 
break and holiday sessions on all 
subjects In Suffolk, UK, Europe and 
worldwide. One-to-ones are also 
available. Choose your own painting 
party or ask about talks, demonstrations 
and gift vouchers. 

E w.richardnichols@suffolkonline.net 
T 01728 663722 
www.celebrationart.co.uk 
www.art-afloat.com 

Art In The Algarve 

Art In The Algarve's tutor 
line up for 2016 includes popular 
artists, Roger Dellar, Grahame Booth, 
Tessa Pearson and Paul Weaver, as 
well as several tutors from the USA 
and Australia. There is a large art 
studio with en-suite accommodation 
available, and swimming pools and 
courtyards to relax In. 

E info@artinthealgarve.com 
T 0203 287 7140 
www.artinthealgarve.com 



Creative Getaways 

Creative Getaways runs small 
friendly painting holidays In Andalucia, 
Spain and Kalkan, Turkey. With over 300 
days of sunshine, they run all year 
around, visiting deserted beaches, 
ancient ruins, spectacular mountain 
scenery and pretty fishing villages. 
'Exceptional tutoring from Anna Martin. 
Delicious Mediterranean cuisine, luxury 
accommodation and small groups where 
friendships are made.' 

E sue@creative-getaways.com 
T 07931 742450 
www.creative-getaways.com 

Learn oil painting at 
Norfolk Painting School 

Structured small group tuition for 
painters of all abilities, led by Martin 
Kinnear. Choose from the two-day 
Beginner's Oils course up to the new 
one-year diploma for practising 
professional artists. See online for 
student reviews and full details. 

E jane@norfolkpaintingschool.com 
Tel 01328 730203 
www.norfolkpaintingschool.com 

Study art at home with 
London Art College 

A wide range of courses for beginners to 
experienced artists. Courses include pet 
portraits, digital illustration, botanical 
art, illustrating children's books, oils, 
watercolour and illustration. Our tutors 
are here to help you develop your art. 
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T Freephone 0800 3280 465 
www.londonartcollege.co.uk 

Jan Blanch: cottage 
flowers 

With courses in Norwich and Corfu, Jan 
teaches painting flowers, gardens and 
landscapes in watercolour and mixed 
media to all abilities from the absolute 
beginner to more experienced painters. 
Jan's watercolours have sold in the form 
of Giclee prints, greetings cards and 
stationery in Harrods, Fortnum & 
Masons, Liberty's of London and In 
Kobe, Japan. 

E info@janblanch.co.uk 

T 01493 393639 or 07702 069300 

www.janblanch.co.uk 

Painting Holidays in 
I X Japan 

Japan Is an amazing painting holiday 
destination. Explore the old city of Kyoto 
and Osaka with award-winning artist, 
Craig Penny. Paint and sketch Zen 
gardens, temples, old Machlya 
townhouses and more. 

E glen@paintingholidays.com.au 
www.paintingholidays.com.au 

Dalvaro Art Holidays, 
Spain 

A week of painting with renowned 
artists in a purpose-built studio within 
the grounds of Las Orquideas and 
visiting various locations Including 
landscapes, townscapes and seascapes. 



Painting materials, paper and paints are 
supplied for each course. Three meals a 
day with drinks included; absolutely no 
extras to pay. 'Our guarantee of no 
holiday cancellation'. Contact Loll Alvaro. 
E lolialvaro@dalvaro.es 
T 0034 96221 7226 
www.dalvaro.co.uk 

St Ives School of 
Painting 

Looking for Inspiration or to loosen up 
your painting? Visit St Ives for superb 
tuition in a truly stunning setting. 
Courses are designed to enable anyone 
at any level to receive the individual 
attention they need to develop their 
skills. This, combined with the light and 
beauty of St Ives, makes the best 
location for a creative escape. 

T 01736 797180 
www.schoolofpainting.co.uk 

Arte Umbria 

Painting and drawing courses in 
Italy are led by superb, top artists and 
tutors (all extremely friendly and 
approachable), who give individual 
students the benefit of their extensive 
experience and skills. This is the perfect 
opportunity to learn technique, explore 
a variety of media, and realise your 
potential. 

E info@arteumbria.com 
T 0039 763 837347 or 
0039 345 876831 
www.arteumbria.com 



Boscombe Spa Hotel Art 
Holidays 

The hotel Is entirely dedicated to art 
holidays and this is John and Christine's 
11th year of running Art Holidays in 
Dorset. Chris Is an avid artist and John, 
who's a fabulous cook, are perfectly in 
tune with understanding the needs of 
art holiday visitors. The hotel has a 
well-equipped studio, which offers a 
peaceful retreat or alternative to the 
many outdoor excursions that are 
offered. 

T 01202 393234 
www.artholidaysindorset.co.uk 

Wild 8i Tame wildlife 
workshops in pastels 

Cate Wetherall runs small friendly 
wildlife pastel workshops at her home 
studio, set in six acres of 
Buckinghamshire countryside. You'll 
meet her donkeys, goats, hens and 
ponies, which are often used as the 
subjects of the day. Small, unhurried 
relaxing workshops enable you to 
develop your own style, using a variety 
of pastels and papers. 

E cate@wildandtame.co.uk 
T 07702 060113 
www.wildandtame.co.uk 

Coombe Farm Studio 
Painting Holidays 

Year-round courses In both the UK and 
abroad - painting watercolour, oils, 
acrylic and mixed media, printmaking 











Relaxing with a Super Bock beer and a 
sketchbook on an Art In The.Algarve painting 
holiday. Olhao Harbour is located on the ''‘'■^4 
western coast of the Iberian Peninsula and 
plateau that divides the inland Mediterraqe^ 
Sea from the Atlantic Ocean 
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and ceramics - are suitable for all 
abilities^ from artists making a living 
from their work to complete beginners. 
'Skills-based tuition from passionate 
professional artists in a relaxed 
atmosphere and a beautiful 
environment. A shared experience 
that can challenge and ignite a sense 
of wonder with delicious food and 
great company/ 

E lara@coombefarmstudio5.com 
T 01803 722352 
www.coombefarmstudios.com 

Dedham Hall 

Dedham Hall has been hosting 
residential art courses for nearly 30 
years. Constable country offers the 
perfect setting to relax and let your 



creative juices flow. Visit the website to 
see an impressive list of 2016 tutors. 

E sarton@dedhamhalLco.uk 
T 01206 323027 
www>dedhamhafl.co.uk 

Indigo Brown Creative 
Holidavs 

Three, five and seven-day high-quality, 
full -board, residential painting holidays 
in some of the most beautiful and 
stunning landscapes Wales has to offer. 
For beginners and experienced artists, 
who wish to explore drawing and 
painting, seascapes and landscapes. 
'Maggie's inspiring, enthusiastic and 
sensitive tuition along with Andrew's 
delicious home cooking create a 
wonderfully relaxed environment; 



E info@indigobrown.co.uk 
T 01348 840177 
www.indigobrown.co.uk 

Watershed Studio 

Watershed Studio holds 
a wide variety of art workshops 
throughout the year. 'We are very 
lucky to have such a great team 
of tutors who teach here and we 
try to cover most media. We 
specialise in one and two-day 
courses, priding ourselves on good 
quality, professlonat but affordable 
painting breaks/ The 2016 
programme is now available. 

E allison@watershedstudio,CD.uk 
T 01255 820466 
www.watershedstudio.co.uk 








Inspirational courses for both beginners and 
serious artists in Umbria with exceptional tutors 

S ituated in the idyllic Umbrian hills, the 'green heart of Italy', our private 220 acre estate is the 
stunning backdrop for our painting, printmaking, drawing and stone carving courses* These 
residential holidays include seven days' accommodation in our home, an 18th century country house, 
where the atmosphere is relaxed and stress- free, offering the perfect setting for you to enjoy 
and develop your creative skills under expert tuition from leading artists and tutors such as 
Andrew James, Antony Williams, Yara Damian, Cirahame Booth, Paul Alcock, Mitchell Albala, 
Kelly Medford, Caroline Bays, Patrick Cullen, Adele Wagstaff, Simon Keeley, Francesco Fontana, 
Belinda Biggs and Claudia Tulifero! 

Prices start from £985 for a general course and £1,285 for a Master Class, fully inclusive of tuition, 
all art materials, full board accommodation, superb local cuisine, wine, free bar and local tours. 
AH one-week courses offer incredible value for money! 

For more details of ail 2016 courses email: mfo&^arteumbriaxom, call Italy: 

0039 0763 837347, cellphofie: 0039 345 876 83 J 1 or visit: wwwMrteumhria.com 

Follow us on Twitter @ArteVfnbria and our Facebook page Arte Umbria 
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jMmsg iMasTrEtio^ 

1-5 days workshops at inspiring locations 

* 

in Hertfordshire & Cornwall 



Learn ho\AiM CJfurchgate Gallery teaching stucRo ^ 
in Hitchin, Hertfordshire, or take a break in Cornwall 
^ to ledPri how to draw or paint. 



"544 34(^|^9^a:rt-valcansick@hotmail.po..Lik 
www.chur^gategalleryandtearoom. co.uk , 



P[dA/dlv(My 

Venice 



Follow oi! painter, Paul Brown, as he packs 
minima! equipment and spends all his waking 
hours, from sunrise to sunset, painting on a 
one-week trip to the city of light 




▲ This photograph shows me painting on a small board 
on the Accademia Bridge early on Sunday morning. The 
light was amazing and so were the colours 



I have painted throughout Europe so 
1 was excited when an opportunity 
arose to paint in Venice. With 
some painting friends we hired an 
artist s studio in the northern part of the 
city. This was a great location as it was 
quiet j but still within walking distance of 
all the major sites. 

The plein-air painting equipment I 
took with me included a half- size 
lightweight JuUian sketch box easel, 
which I took on the aeroplane as hand 
luggage. 1 also own a full-size version, 
but this would have been too heavy to 
carry around Venice. Oil paints cant be 
taken as hand luggage so were wrapped 
securely, put in a tin box and placed in 
my suitcase, which went in the hold. 

I also packed a small selection of 
brushes, masking tape, a disposable 
palette, a very small bottle of white 
spirit, dippers, some cloth and a small set 
of red primed canvas boards in sizes 
including 6x8in., SXlOin,, 10xl2im 
and 12Xl6in, 

I was keen to paint quickly in Venice so 
1 decided to take a limited palette. My 
oil colours comprised: zinc white, lemon 
yellow, raw umber, yellow ochre, French 



ultramarine blue and cadmium red. 

From these colours I could make almost 
any colour and, because the range was so 
limited, I was immediately at an 
advantage in terms of tonal harmony 
French ultramarine, lemon yellow and 
zinc white, for instance, make a gorgeous 
light blue. Combinations of yellow 
ochre, cadmium red, zinc white and a 
touch of lemon yellow create orange and 
brick colours, while a mix of raw umber 
and French ultramarine makes soft 
black. It is great fun experimenting with 
a limited palette to find how many 
colours you can create. My painting 
friends were amazed at my limited 
palette. In contrast, their palettes 
comprised 15 colours, including sap 
green and purple. I felt they contained 
too many colours, but each artist is 
different and, ultimately, you have to be 
comfortable with the range of oil paints 
you choose. 

First forays 

Once unpacked we immediately went 
out to paint. We began locally, painting a 
church by a canal and bridge. The 
afternoon light was weak, but it was 



important to warm up ompkin-air 
painting muscles. 

The next day, I went to the Accademia 
Bridge before sunrise. I set up my easel 
and waited for the light (above). Early 
on Sunday morning Venice is wonderful, 
because it is so quiet. The light was very 
bright so 1 was constantly squinting my 
e}^s, however, it was worth it to capture 
the glorious colours. By 10.30am I had 
completed several paintings and decided 
to pack up. The bridge was becoming 
extremely busy, I was surrounded by 
tourists, and several people walked into 
me. 

I decided to find a quieter location for 
the rest of the day and found myself 
with my friends painting at the entrance 
to the Grand Canal. In this new location 
we were tucked away in a dead end, near 
a footbridge. This was ideal as there was 
little possibility of people coming too 
close. Also, the view was fantastic (see 
Ihe Entrance to the Grarid Canal, right), I 
was amazed at how quickly the sun 
moved across the sky and highlighted 
different parts of Santa Maria della 
Salute. Speed is everything when 
painting light in Venice. There was no 
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www.artsafari.co.uk 




Paint in the sunshine with our expert tutors: 

James Willis, Mary*Anne Bartlett, Karen Pearson, 
Jackie Garner, Mark Boyd & John Threlfall 

Book a dream holiday now Zambia, Morocco, 
India, New York, Namibia & Botswana, Sri Lanka, 
Galapagos, Slovenia, Venice, Sicily 
Or join our workshops & short breaks in the UK. 
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4 Dawn^ from the 
Accademia Bridge^ oil on 
canvas board, 6XSin« 
{15X20.5cm). 

This is one of several small 
studies I completed in my first 
morning, 1 wanted to capture 
the sensation of the sunrise, 
rather than details 

▼ Tha Entrance to the 
Grand Canal, oil on canvas 
board, lDX12in. 
{25.5X30.5cm). 

I concentrated on capturing the 
light on Santa Maria della Salute 
in this oil sketch. The way the 
light changed on the dome was 
truly magical 



'I was keen to 
paint quickly in 
Venice so I 
decided to take a 
limited palette' 







time for great details or contemplation. 
We were painting in the moment and 
just had to get on with it. 

The following day I returned to the 
same spot and continued to study the 
changing light effects. I spent the entire 
day in the same location and tried to 
capture each hour as the light changed. 
Light on Water^ ^anta Maria della Salute 
(page 14) became my favourite painting 
of my week in Venice. The sun was 
slowly beginning to set and the light was 
sparkling on the water, creating a 
silhouette of the church. The colours 
were amazing; I had never seen them in 
such a vivid way before. 

The key to this painting was the colour 









Inspirational painting holidays 


in rural Tuscany 


www.watermill.net 




1 Thewate™1ll 

1 €!iA 

^ "Our best holiday ever!" 


You Stay in a beautiful house beside an 
old watermill in a graceful valley 
fringed by the Appe nines. 

Wc offer all-inclusive painting holidays 
with acclaimed tuition, fantastic food 
and excellent accommodation. 


1 For more information and bookings please email info@watermiIl.net or call Bill or Lois on +39 366 488 2587 | 



WWW, painters-online.co.uk 



courses and holidays 2015/16 13 






< Light on Water, Santa Maria deila 
Salute, oil on canvas board, lOXSin. 
(25.5X20.5cm). 

Essentially this Is the same view as The 
Entrance to the Grand Canal (page 13), 
but painted at sunset 



of the church. This was created using 
French ultramarine and lemon yellow. 
When contrasted with the sky, it became 
blue green, but it worked. The sparkles 
on the water were mainly zinc white 
with a touch of lemon yellow. I used my 
familiar red ground, which you can just 
see peaking through the oil paint. A red 
ground works really well in a hot 
climate, such as Italy or Greece, but isn’t 
as effective when painting the greys of 
London, basically because the colours 
are not as vibrant. 

As the sun began to set, the light 
changed again and I painted Setting Sun^ 
Venice (below left). 

New Ideas 

Painting in the same place for the whole 
day gave me lots of new ideas. Despite 
the subject being the same, the variations 
in light and colour created endless 
possibilities for different types of 
paintings. I also realised that at different 
times of the year, the sun would be in a 
different place and the hght would be 
completely different. All these variations 
would give even more permutations of 
the subject. The possibilities seemed 
endless and this was just one location in 
one city. I suddenly realised there was a 
lifetime of light study out there waiting 
to be painted. 

On our final day of painting we went 
further along the path opposite the 
lagoon to find a more distant view of 
the buildings of the Grand Canal. 
Toward Venice (above right) was 
completed in the morning. The view was 
completely different to the previous 
paintings and I enjoyed painting Venice 
from a longer perspective, but preferred 
my previous location. The buildings 
didn’t sit so harmoniously together and 
this view became more of an 
architectural exercise than a study in 
capturing the romance of the sensation 
of powerful light. 



◄ Setting Sun, Venice, oil on 
canvas board, lOXSin. 

(25. 5X20. 5cm cm). This painting was 
a continuation of Light on Water, Santa 
Maria della Salute (above left). However, 
because the light was in a different 
place, the colour of the silhouette was 
not as blue green as before. The sky 
was also slightly more yellow in tone 
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► Toward Venice^ oil on canvas 
board, SXlOin, (203X25. 5cm), 

it was a challenge to create the colours 
of the buildings using my ilmited 
palette. I never felt that I needed more 
oil colours on my palette and, with a 
little ingenuity, it was amazing what 
colours I could create 

Back home 

It was interesting to see how the 
paintings looked when we returned to 
the studio in Venice, particularly away 
from the glare of the sun. However, the 
biggest surprise came when I returned to 
England and saw the paintings in my 
studio in English light. I was amazed. 
The paintings positively glowed with the 
light from this beautiful city. It was only 
when I returned home that I realised 
how different the light really was there. 

From the studies I made in Venice, 1 
had enough material to paint larger 
studio paintings, based on the colours 
and light that had inspired me while 
painting there. Using the small paintings 
as reference, I enjoyed recreating the 
sensations I had experienced while oil 
sketching on location, and I couldn't 
wait to return to discover more colours 
and light effects while painting air 
in Venice. ^ 




Paul Brown's work can be viewed on his website at www.sanguine-fine- 
art.co.uk. His next exhibition is at The Royal Opera Arcade Gallery, I & 2 
Royal Opera Arcade, Pall Mall, London 5W1 from 16 to 21 November. 




www.pamtingiiiitaly.com 

Freephone: 08081 185729 • Email: mfo@paintinginitaly.com 



Painting Holidays in Italy 



Fully organised painting holidays in high 
standard hotels, professional tuition for all 
levels of ability, excellent food, wine and 
interesting excursions 



Perfect holiday for people travelling alone or 
friends/partners who wish to come on the 
holiday together but do different activities 
(cooking or photography available). 



Exciting new programme - lovely hotel on 
the shores of Lake Garda with a night at The 
Verona Opera 



Over 85% of our guests return every year 

_ . ^ r some even three times in one year! 

They have found the perfect formula for a wonderful holiday” Daily Telegraph 
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TERRY HARRISON WORKSHOPS 

£49 PER DAY ALL MATERIALS SUPPLIED 



Come and enjoy an tnformative and fun day learning to paint 
watercolour landscapes, no drawing skills required, 
it’s ail about painting techniques. 

For more venues, dates, information and photos of subjects, 
St to book on-line 

www.terryharrison.com 



Guildford 

Hansbpo, Miiton Koynes 
HoEiiton 

Ring wood Hampshire 
Saltford, Bristol 
Woodliouse, Leicester 



Tues 29 Sept 
Sun 1 1 Ocl 
Thurs 15 Oct 
Sun tG Ocl 
Mon 19 Oct 
Wed 21 Oct 



Gundicote, Cotswelds (2 days) 24 25 Oct 



820014 




Lach Dennis Cheshire 


Wed 11 Nov 


Little Wentuck Telford 


ihum 12 Nov 


Guildford 


Tues 17 Nov 


Kerstmonceux, E Sussex 


Wed 18 Nov 


Ipswich 


Thurs 19 Ndv 


Hemet Hempstead 


Thurs 26 Nov 


Hartlip, Sittingboume 


Sal 28 N{yv 




ON-LINE TUTORIALS 

Paint with Terry step by step, The easy way' 
Enjoy on-line film tutorials available 24-7 
Achieve success at your own pace 
All filmed in 2015 
Access a library of new projects 
Plus another project added every 2 weeks 
Try before you buy FREE films 
Monthly subscription £9.99 
Annual subscription £89.88 

www.paintwithterry.com 




Come to Dedham Hall where we offer tutored courses run by an ever increasing number of tutors 
that include John Yardley, Alvaro Castagnet, Soraya French, Paul Banning, Roger Dollar, Jane Evans, 
Lii Seward, Chris Forsey, David Howell, Carole Massey, Thomas W Schal I er and many more. 

Oedham Hall is situated in the beautiful vale of Dedham within easy reach of many charming 
coastal locations where you will find everything from wonderful Thames barges to creeks 
and grand river views. Dedham Hall is renowned for its lovely studio, great accommodation 
and excellent food. 

For more mformation please contact Jim or Wendy Sarton on 01205 3Z3027 
orsarton^dedhamhalLdemon.co.ukwww.dedhamhaltco.uk 



HELEN CAMPBELL 

artish $ hohor 

Give your paintings some razzle-dazzle! 

Does the idea of U5in^ watercolour fill you with dread? 
Then let me help. 

I am an RHS award-winning botanical artist and run 
courses from 1 to 5 days from my Cotswold studio. 
Suitabiefor alf levels, even if you have no experience. 

Imagine being able to produce wonderful realistic 
paintings - by following my proven method you can make 
it possible. I will show you howto: 

* control w^iteroolour with 
confidence to produce 
smooth, even washes 

*enhanceyour observational 
skills 

* learn remedies to rescue 
watercol DU r wob bles' 



www.helencampbellart.co.uk 
07799 751 066 
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Limited places are available. Contact us atadmin@boriegrande.com or 
+33 5 63470574 / +33 6 27404075 for booking enquiries. 
Further information available at: www.boriegrande.com 



The Grenville 
School of Paintin 






“Hugo’s teaching is revolutionary” 



For course details and further information, 

see www.hugogrenvilie.com/courses.html or email 

assistant@hugogrenville.com, tel: 07989449616 



LUXURY PAINTING HOLIDAYS IN THE TARN, 
SOUTHWEST FRANCE 



Set in the inspiring iamJs^^apes of the Tarn 
with views of the celebrated medieval town of 
Cordes-suir-CieL Our tranquil country estate is just 
an hour’s drfw frarn Toulouse. Artists will enjoy 
sumptuous dining, luxury en-suite accommodation, 
gracious meeting rooms, extensive part«i 3 nd 
gardens, tenrtcs and swimmir^g pool. Artists' 
facrlities include a spacious fully-equipped studio. 



Join our guest aft tutors for the following 
painting courses In 2016 : 

Anne Lynch. 16-23 May 

John Worthington, 13-20 June 

Gerry Dudgeon, 27 Jun - 4 Jul & 22-29 Aug 

James Totum, 11-13 Jof 

Maggie Bmwn, 5'12 Sept 

Keith Judge, 19-26 Sept 

Prices rang^ from £950 - £1,200. 

Numerous local attractions and activities are 
available for non-painting partners. 



at Merton Road, Bristol 



The winter season of short courses begins 
November 2015. An enlightened combination 
of practical advice and intellectual inspiration 



'BramhCes JArt 'Retreat 

2016 -Join us _painting ancf sketching 
in yenice ancC Skye, 

yenice jrdCsypriC- lotfi J\pri£ - JfoteC Jknastasia. 

E dk^s in yenice capturii'ig drama and Beauty of f^is 

iconic city. Staying in tBe Beart of yenice, 
dbse to St IMarBs Sqtiare. 




Tainting on tBe Jsfe of SBye. 

23rdJ%tJy - sotBjidy. 

S days on the stunning isfe. 
Cottages in T^oCwitB a great 
view of JlBum. 

Tnjoy painting in Beautifuf 
(beat ions witn. experienced 
tutors Jane t Trady and 
Teter 'Davies. 



SmaCC groups^ 
a(Cleve(s 
weCcome. 
for more info 
on Both, trips 
contact 
deiaiis Be(bw. 



teC 015^6784359 emaiC: janeCj^BramBCesartretreaLcom 



Gorgiano Studios 

All inclusive Art Holidays in Italy 




We provide the beautiful scenery, renaissance 
towns, delicious food, expert tuition, materials, 
great company and sunshine - yon bring the 
enthusiasm 

www.paintingholidaysitaly.com 

or ring/text 0039 328 968 0796 for a brochure 
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Learn oils the 

MARTIN 

NEW 201,6 courses now available 

— * 

3 - :‘P 



Do you wish you'd been 
taught to paint properiy? 

Most painters regret that they'd never 
been taught to paint and wonder what 
would happen to their work if they had 
been taught. 

That's why we opened the Norfoik 
Painting Schooi. Quite simply, it's the 
piace I wish i couid have Joined when 
i decided to pursue my dream of 
becoming an oii painter, 




Traditional glazing skills are suprisingiy 
easy to learn to this student's delight 



Many of our new students are already 
painting in watercolour or acrylic and 
are ready to make the move to oils. 
However, we now offer Beginner's 
Oils courses for complete novices. 

We’re not a clique or exclusive 
society, and welcome painters of all 
abilities and from across the world. 

No matter how you paint now, or how 
you want to paint, we have a course 
which is right for you. 




Move from watercolour to oil, as this 20 1 5 
student did in just a couple of days 

We don’t teach conceptual art. 

Instead, we offer practical, structured 
oil painting workshops designed to 
teach the skills you need to find, 
develop and express your own artistic 
creativity. 

Students tell us it’s the best painting 
school around, and for many artists, 
even a day or two with us has 
completely transformed their work! 

How it works 

Make no mistake about it, all of our 
courses offer serious art tuition. Our 
workshops are designed to take you 
from complete novice to accomplished 
oil painter, and it's possible to join us 
at any stage in your development. 

In a course day we’ll teach you a 
method {or two), just as they were 
taught when art schools still had 
hands on painting in the curriculum. 

For instance, our foundation courses, 
such as Simply Oils, teach a method 
for glazing, colourful impressionism 
and, my favourite, Ebauche style, plus 



basics, such as making paints dry and 
choosing non-smelly materials. Once 
you’ve tried our methods, you’ll never 
look back. 

Nobody can master a technique in a 
day of course, but everybody can learn 
enough to practise it at home, so we 
focus on teaching a structured process 
and leave perfecting it up to you. 

In this way we ensure that our 
students take away not just paintings 
from the School, but great ideas for 
personal development. 

Join us in 201 6 and save up to £50 

Book before 1 6 October 2015 for 
selected 2016 courses and save up to 
£50 (offer subject to limited availability 
and booking conditions, see online or 
call for details). 

Please check our website for course 
details and then call Jane on 01 328 
730203 or e-mail us at 
jane @ norfolkpaintinqschool .com 




'The Norfolk Painting School truly 
deserves its amazing reputation" d.t 



WWW.NORFOLKPAINTINGSCHOOLCOM 
E; Jane@norfolkpaintingschool.com T: 01328 730203 







vfs^al travelogue 

What to pack for out-of-the-way painting locations, and some of the experiences 
you might encounter, by Amanda Cooper 




A Local girls with traditional thanakha 
face paint, Indein 



B ack in February I boarded 
Malaysian Airlines with my 
trusty - indeed trusting - art 
group, one of whom had only 
read about the trip in this magazine a 
couple of weeks previously! Packing 
skills were tested to the limit, because 
three internal flights were required on 
this tour of Burma, from now on known 
as Myanmar (pronounced mee-an-mar). 

As always with these trips, the 
difference between sightseeing and 
actual sketching opportunities is quite 
blurred. It is important to look at your 
itinerary and make room for painting 
moments. Due to the fact that we were 
often on the move, we had not taken 
seats or easels so found some plastic 
stools in the market, which turned out to 
be invaluable. The Burmese do not like 
getting sunburnt so they anoint 
themselves with thanakha^ a yellowish- 
white cosmetic paste made from ground 
bark. Luckily for us, our guide was only 
too happy to stand guard with a parasol 
for protection, otherwise it would have 
been imperative to wear a sunhat. 




• A tiny paint box. I love my 
Winsor & Newton travel box and 
invested in pans of pigment that 
I really wanted instead of the 
ones they give you: lemon 
yellow, aureolin yellow, raw 
umber, burnt umber, burnt 
sienna, Winsor red, rose madder, 
brown madder (monks' robes!) 
Winsor blue and cobalt blue 

• Two large 37ml tubes of French 
ultramarine and raw sienna 

• A large brush (No. 12 to 16) and 
a smaller retractable one. Da 
Vinci Kolinsky have sable ones 

• Moleskine watercolour 
sketchbook (8x5ln.) 



A Drawing at the Indein ruined 
temples, Inie Lake 

Equipment 

This was, by definition, a sketchbook 
tour so art kit was kept to a minimum. 
We even put some clear tinted washes 
into the sketching pads before we left 
the UK, in order to save time later on 
(sienna or ultramarine, for example). I 
never worry about water containers, 
because you can always cut the top off a 
plastic bottle. However, beware getting 
your paint and drinking water muddled 



• A larger A4 ring-bound 
Bockingford watercolour pad 
(300gsm) 

• Plus, I couldn't resist a lovely 
textured and bound book made 
out of elephant dung, which 
seemed appropriate, although we 
never actually spotted a live 
elephant (from www.elecosy.com) 

• A water cartridge brush pen is 
useful; they are cheap and easy 
to use 

• Pencils and water-resistant 
drawing pens 

• A light art bag, which doubles as 
hand luggage (with pockets for 
every kind of mosquito repellent, 
although we did not actually see 
these either!) 



▼ Some of the equipment I packed for 
this trip to Myanmar 




• Sun cream, drinking water and 
suitable shoes (which kick off 
easily when visiting temples) 

• Sunhat (with chin tie, which is 
very useful on a windy boat) 

• Camera. I took a big digital 
camera, but I did envy my 
friend's fantastic point and 
push Nikon Coolplx s9700, and 
the quality of her photos are a 
testimony to it. In fact, I would 
go as far as to say that a big 
camera Is a hindrance and 
does not endear you to the 
general population. That said, 
we never experienced any 
aggression of any sort and felt 
safe and welcome at all times 
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► The fishermen are slightly byilt men, 
strong and wiry, and often squatting on 
their boats for hours on end, with 
nothing but a cheroot for company 




- -- 



A Here I used a lot of water so that the 
blue and the burnt sienna merged, 
particularly in the reflection. These 
sketches are all about the reflection, I 
also wanted to emphasise the whiteness 
of the fisherman's shirt so used more 
blue around his torso 



up! In Myanmar they are very solicitous 
and give you sealed and bottled water 
everywhere you go. 

Working from life 

If you have truly experienced a place and 
immersed yourself in the culture, albeit 
for a short time, you can always re- 
capture the essence in a painting with 
the aid of good drawing, observation and 
some photographs. Look above for some 
sketches of the famous leg rowers on 
Inle Lake, Shan State; an experience that 
will live with us forever. 

Tlie fishermen were fantastic models, 
but you barely had time to think with 
the listing boats and the appreciative 



audience of wives and children lurking 
behind us. However, it was an 
opportunity not to be missed so we 
sketched furiously, constantly turning 
the page and starting again, in order to 
keep the energy and achieve some sort of 
spontaneity. You have to try to keep the 
pencil moving or go in with paint 
straight away; otherwise the figures look 
too wooden. 

A brown pen on a blue wash worked 
quite well for the water. Alternatively I 
used a pale violet wash, made from 
ultramarine and rose madder, which 
accentuated the colour of the trousers. 

Doht worry about extraneous detail, 
like facial features, I kept colour to a 





Wildlife and 
Pet Portraiture 
Workshops 



Using pastels learn how to 
create realistic portraits of animals 



One to One or 
Group Workshops 



Small Confidence 
Building Classes from 
Beginners to Advanced 



All Materials, Lunch and 
Plenty of Refreshments 
are Included 



www.wildandtame.co.uk 
email: cate@wildandtame.co.iik 
telephone; 07702 060113 






15th-22nd May 2016 



With exclusive use of the 
1 7th Century riad Oar Bensouda 
distinguished artists Colin Watson, 
patronised by HRH Prince of Wales 
and HM King of Morocco, and 
Robert Lee- Wade will take a seven 
day course for both beginners and 
experienced painters. 



Emai I stud i o@col i n watsonartist. com 
Telephone 07867 973866 
Visit www.colinwatsonartist.com 

for more information 
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T The shape of the hats was difficult to 
get right; not as obvious as they looki I 
thought the checked shirt rather jaunty, 
and was a break from tradition 




minimum and just drew as much as 
possible in the fading light. 

Our journey started and finished where 
the Yangon and Bago Rivers converge in 
the ancient city of Rangoon (literally 
translated as 'the end of strife', and now 
called Yangon)* It assails you in every 
way with its extraordinary chaos, which 
seems to work on several levels, although 
for how long, no one quite knows. 

One oasis of calm is Kandawgyi Park, 




A Man in Boat^ watercolour on khadi Rough paper, 12xl3in. (30.5x33cm) 





Alpha Painting Holidays 

“Your First § Best Choice for a Painting Holiday” 



Learn with Britain’s Best Tutors 



David Bellamy, Grahame Booth, Joe Francis 
Dowden, Jeremy Ford. Steve Flail, Terry Flarrison, 

Barry Herniman, John Hoar, Thomas W Schaller, 

Haidee Jo Summers, Paul Weaver § many more 

Visit Many Inspiring Locations 

Somerset (Inc Wells, Cheddar S The Mendip Hills), 

Exmoor National Park, North Devon Coast, Wye Valley, 

North Norfolk, Lake District S The Western Algarve 

Enjoy the Complete Package Experience with all-inclusive holidays 

• All Art Materials included on selected holidays 

• Non painters & All Abilities Welcome 

• Studio S Location based courses in all media / ^f’gSrjig \ 

• All rooms en-suite S some Ground Floor rooms if | 

• Stunning Views § Amazing Locations ll I 

I g 3 Day Pastel workshops with up-to £ 1 00 \ §foup / 

worth of Art Materials included 

Adventure 01934 733877 www.alphapaintingholidays.com 



A 

Lovely 
P ainting 
Holiday 
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< A Golden Pagoda^^ Nyaungshwe 
Village^ llxSin. (28X20>5cm) 




where there is a beautiful view of the 
iconic pagoda from across the lake (left). 
There arc a couple of nice cafes where 
you can base yourself, thereby supporting 
the local economy and your own 
backside. In these situations you have to 
plunge in and get something down on 
paper. Don't even attempt to go for gold! 
I find green gold goes a long way 
towards a gold effect - the tone is after 
all, what matters. 

Don't worry if you do not get as much 
done on a big trip as you had envisaged. 
It will all be swirling around in your 
head and if you dont come back a better 
artist, you will certainly return a better 
person, which is the same thing really 
The physical act of keeping some sort of 
travelogue is what seals the images in 
your memory and inspires some great 
paintings back home. S 



Amanda Cooper travelled with 
Steppes Travel and is planning a 
tour to Georgia, June 2016* For 
Information on this trip, please 
contact Paul Craven on 01285 
880980 or email enquiries@steppes 
travel.com 



Callington school of Art 

Cornwall 




Q1579 383491 

* Qiiality courses in drawing, painting, printing and mixed media 

* Location in an Area at Outstanding Natural Beauty 

* Visit Britain' 4 star accommodation in our Georgian town house 

* Small groups with indh'idual tuition 

* frips to a variety ot local sites 

* All courses run throughout the year 

* Experienced tutor for all levels 

* Spacious light studio and workshops 



Spring mnei rmfitling 

info(^callingtonartschool.com www.callingtonartschool.com 



EXCITING 2016 BROCHURE NOW AVAILABLE 

TAKE ADVANTAGE OF OUR EARLY-BIRD SPECIAL iO% DISCOUNT ON BOOKINGS 
PAID BEFORE 3 1 DEC 2015 AS WEIL AS THE OLD FAITHFUL DOUBLE-UP-DEAU 



For brochure and other informatmn contact John or Christine on 
0 1 2QZ 393234 info@boscombespahoteLco.uk 
www.boscombespahote I .co.uk 

Art Holidays in Dorset 



DOUBLE'UP-DEAL - BOOKTWO CONSECUTIVE HOLIDAYS IN PINK & 
SAVE £145 PLUS A FREE NIGHT DINNER BED AND BREAKFAST. 
WATCH OUR WEBSHTE OR PHONE FOR LATEST DETAILS 
WWW. a rt ho t i day si n d ors et, co. u k 



•Prtces from £139 
’ SOO m from the sea 

• Rnee fransporl 

• Highly professional tutors 

’ Friendly house-party atmosphere 

• Delicious food and wine 

• All accommodation en-su rte 

• No single supplement 

‘ Stunning locations - easy walking 

• All abilities and non-painting partners 
wefrome 

*Well equipped studio 



SNEAK PREVIEW OF SOME OF THE DOZENS 
OF COURSES IN 2Q16 

11-14 Mar Watercolour for Beginners sruiAo 
14-1/ Apr Pets in the Garden sn/dro foa^df 

1 S -21 Apr Gorgeous Fantasy Fac^ and Ttesses 

sttreftj fwsed 

2%-2& Apr Flowers and Seedheads &tudk> based 

29 Jun- 4 Dorset Sketch Book Journal 

11-14 Jul It's Su mmer and It's All About Light 

and Colour 

1 S -1 8 Jul Come and Palm Summer by River 

and Sea 




* Maximum 10 students each group 



2 -S Aug Angles on Reflections 

Gardens of OeHghi 
Out and About with Sketchbooks 



INSTORE FOR 2015. 

sludto based 






studio based 
studio based 
- Basics and Beyond 

seid!» based 

ct Acrylic Fmpasto Painting - 

How Thiele Can You Get!? studio based ' 
)ec 2015 Christmas Art House Party 
oofy 2 places remaining 
Daily an lessons, delicious fbod-mesistablel 



Art HalTdays In Dorsel, The Studio, Bo&cornbn Spa Hotel, A Glen Road, 
Bi^Diiibe IVtanor, NrfiotjmenMitfi BH5 1HR 
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CarriArt ArtCase is the ideal way to transport paintings, 
drawings, decoupage and other forms of art home from 
your course or holiday. Easy to use, durable and adaptable, 
ArfCose is designed to prevent damage to your artwork, 
whether the surface is wet or dry. 

From £ 1 6rrp for ArtCase A3 to £29rrp for ArtCose A2SX. 
Includes postage and _ ^ 

packing when ordered 

from CarriArt website. . 



Convenient, classy solution for pencils, 

^ A5 sketchbook and accessories. Three 
i removable leaves so tailor your choice and 
I leave what you donT need that day behind! 
B Mesh pocket, sketchbook strap, external 
I pocket, carrying handle and shoulder strap 
¥ £22rrp, our price £18. 



E: info@pe 9 asusart.co.uk 
WWW. peg asusa rt.co. uk 



E: inFo@carriort.co.uk 
www.cafriart.co.yk 



CarriA^ 



PRO ARTE RETRACTABLE BRUSH SET 



what better than to keep ~~ 

things simple this summer? 

Pro Artels reversible brush 
set in an attractive wallet 
keeps your brushes handy 
and protected whilst on the move. 

A Round, Flat and Filbert is included in 
size 10 and 3/8in. Very versatile Ende« 
£39.95rrp 



www.proarte.co.yk 



A SEtEfTIOTOF THE LASTEST 
ART PRODUCTS TO PACK I 



TURN YOUR TABLET INTO 
AN ARTIST'S TOOL 



JAKAR WATERCOLOUR 
ALUMINIUM EASEL 



_ AftTGRtp 



ArtGrid is now free to 
download for a limited time ,, ■ 
only. For hundreds of years 
ortists hove transferred 
compositions onto canvas ^ 

with the aid of a grid. Even B 

Leonardo da Vinci and 
Albrecht Durer were known to ’square up' 
preparatory drawings for this purpose. Now the process of 
scaling up (or down) has moved into the 21st century with the 
latest app from Jackson's, ArtGrid. Jockson^s ArtGrid will save 
you from , onnoying measuring errors as well as 

save you time and effort. We're pretty 
certain da Vinci would have loved it! 



Lightweight, with telescopic legs and 
black carrying bag (1 .62kg inc. bag). 
Adjustable watercolour easel for vertical 
and horizontal use. Folded size 66cm 
^ inc. bag. Maximum canvas height 
■ 120cm. £44.99rrp. 

L For additional information and 

mk _ stockists please contact 

|H**"*^ Tei: 020 8445 6376 

bU Email: info@jokar.cQ.uk 



ArtGrid on iPad App Store and 
ArtGrid on Android Play Store 



CARRY YOUR ART ... DAMAGE FREE DERWENT CARRY-ALL STORAGE BAG 



WWW, painters-online.co.uk 
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The OCA enables me 
to study fine art to a 
high standard in a 
flexible manner, so that 
I can carry on working 
full time. During my 
studies I have been 
able to pursue my own 
interests and develop 
a deeper theoretical 
understanding, 
unlocking my ability 
to produce personal, 
meaningful work. 

Jim Lloyd 
Painting student 



Live 



Learn 



Create 



Contemporary courses you can study 
from home 



Open College of the Arts 
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0800 731 2116 
oca.ac.uk 






